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TO

THE RIGHT HONORABLE

SIR GEORGE CORNEWALL LEWIS,
BART., M.P.

MY DEAR SIR,

IN inscribing this work with your name, I discharge

t once a public and a private duty : a public duty, because the book,

which I have attempted to complete, owes its commencement to your

uggestiou, and its fii-st appearance in an English form to your labours

as translator and editor
;
a private duty, because I have been associated

n this labour only through you and as your substitute. If, however,

ou had been unconnected with this publication, I could hardly have

bund an English scholar to whom a history of Greek Literature would

>e more appropriately dedicated. Your important contributions to

Classical Learning, from which your political engagements have not

altogether withdrawn your attention, have placed you by general

consent in the foremost rank of English philologers, and I should seem

to be guilty of flattery if I attempted to give expression to the uni-

versal estimate of your exact and comprehensive erudition.

Believe me,

My dear Sir,

Very truly yours,

J. W. DONALDSON.





PREFACE.

WHEN
K. 0. Muller died in 1840, the Society for the

Diffusion of Useful Knowledge, for which I was trans-

lating the History of Greek Literature from the author's manu-

script, commissioned me to complete the work, and a few pages
of my continuation had been published, when the Society came

to an end. From that time until rather less than three years

ago, I heard no more of the book ; but the present publishers,

having become possessed of the copyright, have requested me to

complete my original undertaking, and the following pages are

the result.

In thus accepting a task, perhaps the most laborious, in pro-

portion to its extent, that I could have undertaken, I have been

induced by two motives : first, a wish to fulfil an obligation

to the public, and to perform a promised duty to the memory
of a distinguished scholar

; secondly, a conviction that this

book, if completed with tolerable success, would furnish an aid

to the classical student which has not been and is not likely to

be superseded.
With regard to the first of these motives, I am quite aware

that there are many who feel a respect for the memory of

K. O. Muller, and who wish that his last and not least impor-
tant work should be completed according to his plan, and that

among these there are some who are at least as competent as I

can pretend to be to write a history of Greek literature. But,

on the other hand, I have every reason to believe that the

public announcement of the fact, that one of the translators

had been appointed to continue the work by the Society, for

which Muller himself was writing it, must have deterred his

friends in Germany and England from attempting to perform
the same good office. In point of fact, the work is still a

fragment; and though two editions have been published in
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(.icnnany, no one has essayed to take up the broken thread of

Mailer's narrative. Among his colleagues and successors at

Gottingen, Schneidewin, who at one time wished to finish the

history, and K. F. Hermann, who was as well qualified to write

on the subject as any German professor, have both been re-

moved by death -within the last year. And it really seems that,

if I had not been willing or able to redeem my promise, this

debt due to the public and to Miiller would never have been

paid.

In asserting the great importance of Mxiller's work as an

aid to the classical student, and in saying that it is without any

rival, present or prospective, I hope I shall not be understood]

as wishing to reflect on any history of Greek literature, either)

published or in the course of publication. I merely desire to

intimate my opinion that, besides being now complete, Mutter's

is the only book on this subject which is concise without

sinking to the level of a mere compendium, and which is

sufficiently popular, while it possesses all the attributes of exact ,

scholarship. A diffuse and voluminous work, whatever may be!

its merits, cannot serve the same purpose 'in the hands of

persons commencing or pursuing the study of the Greek 1

authors/* A history of Greek literature should stimulate the

curiosity of the classical student without attempting to satisfy!

it. It must not even pretend to say all that is known about

the Greek authors themselves : for this is best left to dictionaries

and encycloptedias. Its work is accomplished, as far as the

student is concerned, if it tells him how literature rose, grew,
and declined among the Greeks ;

if it indicates how the different

writers contributed to its development or decadence, and if it

links together their separate biographies by the proper chain of

cause and effect. A history of Greek literature for the use of

students is not a collection of unconnected notices ; it is not a

catalogue of all the works written in the Greek language, like

that which we owe to the diligence of Fabricius ; it is not an
elaborate review of the separate writings of eminent Greeks,
like those which find their place in the Prolegomena of critical

editions ; it is not a history of philosophy, except so far as

See the tniuUtora' preface to the first volume of this work
; below, p. xi.
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philosophy is a development of literature. It should serve as a

guide to those who are engaged in reading the Greek authors

themselves; it should be a sort of index map to connect the

detailed surveys of particular districts
;
and for all beyond this

it must refer the student to the original texts or special treatises.

Such a book was Mullens as far as it went, and I know no

other of precisely the same kind, either in English or in any

foreign language, either already published or in the course of

publication.

For my own part, I have endeavoured, to the best of my
ability, to carry out the plan on which Miiller commenced this

work. Besides the general principles laid down in his intro-

duction, I have had before me the following list of the chapters

which he had intended to write, with the numbers which he

originally attached to them :

XXXIV.

Xenophon.

XXXVI.

Plato's Sokratische Dialogen.

XXXVTI.

Demosthenes' Beredtsamkeit.

XXXVIII.

Demosthenes' Zeityenossen unter den Rednern.

XXXIX.

Historiker aus Isokrates' Schule.

XL.

Aristoteles.

DRITTE PERIODE, GELEHRTE LITERATUR.

XLI.

Alexandrinische Epopoen : Kallimachos, Apollonios, Rhianos,

Euphorion.
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XLII.

Idyllen, und elegische Dichter derselben Schule.

XLIII.

Kritik und Grammatik in Alexandrien.

XLIV.

Pflege der Wissenschaften iiberhaupt. Eratosthenes.

XLV.

Schulen der Philosophic.

XLVI.

Ausbildung der Theorie der Rhetorik.

XLVII.

Behandlungsweise der Geschichte. Polybios.

XLVIII.

Griechische Literatitr in Rom eingeburgert.

XLIX.

Historische Gelehrsamkeit in der Augustischen Zeit.

L.

Erdkunde und Wissenschaft iiberhaupt in derselben Zeit.

Strabon.

LI.

Never Aufschtvung der Rhetorik im zweiten Jahrhundert.

ML
Philosophic. Neuplatonische Richtung.

LIII.

Entgegengesetzte Richtung. Lucian.
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LIV.

Hlstoriker in der Zeit der Antoninen.

LV.

Wissenschaftliche Gelehrte. Ptolemaos, fyc.

LVI.

Literarische Sammler. Athenaos, fyc.

LVII.

Letzte Zeiten des Heidenthums. Heidnische Rhetoren und

Philosophen.

LVIII.

Antagonismus der Christlichen. Schriftsteller gegen die

Heidnischen.

LIX.

Nachkldnge der alien Literalur. Romane. Epos des Nonnus.

LX.

Uberblick des Betriebs der Literatur in Byzanz.

It will be observed that, in filling up this brief outline, or

rather in writing on this series of themes, I have closely fol-

lowed Miiller in all that relates to the plan and arrangement
of the book. While I have completed the history in the sixty

chapters which he originally assigned to it, I have added two

to those which are given in this list namely, those f on the

Socratic schools' and ' on the writings of Hippocrates/ But

I have arranged the four chapters assigned to Alexandrian lite-

rature in two ; I have also combined Mutter's forty-ninth and

fiftieth chapters, and his fifty-fifth and fifty-sixth chapters, in

one chapter for each pair ; and have thus, as I conceive, given

greater distinctness to his classification of the subject.

The period which is comprised in these narrow limits is more
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than eighteen centuries ; and I need hardly say that I do not

pretend to give new or original information on all parts of this

extensive survey. There are several subjects which I have

made my own by special study, but an equal attention to all

the authors would have involved the unprofitable labour of a

Chalcenterus or Bibliolathas. I have therefore considered it

ray duty to avail myself of recent as well as ancient learning,

and for this reason I have referred more frequently than

Miiller did to modern authorities. Every special obligation

has been carefully acknowledged in the notes. But I have

been constantly indebted for suggestions, guidance, references,

and other assistance more or less valuable, to the Bibliotheca

of Fabricius, to the literary histories of Schb'll, "Wester-

mann, and Bernhardy, to the philosophical researches of H.

Bitter, Hegel, and Schleiermacher, to the Fasti of the late

Mr. Clinton, and to the dictionaries of Drs. A. Pauly and

W. Smith. It has often been of great advantage to me to be

able to refer to the learned volumes of Dr. Thirlwall and

Mr. Grote
;
and I have much regretted that the latter scholar

has not yet published his promised discussions on Greek philo-

sophy. The greater part of Mr. Mure's valuable work treats

of the authors who had been previously reviewed by Muller :

and my own chapters on Xenophon and the minor historians

were written before I had an opportunity of seeing his fifth

volume, in which alone he has traversed some of the ground

surveyed in my continuation.

In conclusion, I have only to express my hope that this

supplementary labour will contribute, at least in some degree,

to realize the intended usefulness of Mullens unfinished work,

and thus to fulfil the wishes of the excellent Society, by which

it was so far advanced during the lifetime of its lamented

author, and to which I owe my first connexion with the under-

taking.

J. \V. D.

Cambridge, i*.th June, 1858.
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ON

THE LIFE AND WRITINGS
OF

KARL
OTFRIED MULLER was born at Brieg in Silesia on

the 28th of August, 1797. The only name, which was given

to him at baptism, was Karl, and he assumed the second name

Otfried, as a literary prsenomen to distinguish him from many
other Karl Mutters, on the publication of his first important
work in 1819. He received the rudiments of his education from

his father, at that time a young Lutheran pastor. At Easter

1 8 TO he was entered in the fourth class of the gymnasium at

Brieg, and remained there until he had reached the head of the

school, with a great reputation for classical scholarship, especially

Latin verse composition, at Easter 18 14, when he was removed to

the University of Breslau. Here he enjoyed the great advan-

tage of receiving instruction in classical philology from J. G.

Schneider, the editor of Xenophon and Theophrastus, and the

,ther of improved Greek lexicography in Germany, and from

L. F. Heindorf, who had been an eminent member of Niebuhr's

coterie at Berlin, and who is well known by his commentaries

n Plato and Horace. For the latter scholar, who showed a

very early appreciation of his talents, and gave him encourage-
ment at a time when such a stimulus to his exertions was most

efficacious, Miiller formed a strorig attachment, which contri-

buted, when he went to Berlin, to increase his prejudice against

the celebrated F. A. "Wolf, who had been Heindorfs teacher, but

had yielded to the feelings of jealousy, which tutors of a certain

temper entertain towards their successful pupils, and had

endeavoured, in a very unhandsome manner, to disparage
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Heiiidorfs merit as a critical interpreter. Although philology

was the main pursuit of M tiller at Breslau, especially after he

had become well acquainted with Heindorf, he engaged in

almost all the other studies of the University. Philosophy,

which he learned in the lecture-rooms of Steffens, Kayssler,

and Thilo, seemed likely at one time to withdraw him from

classical scholarship. Another of his favourite studies was

botany, in which he found an admirable teacher in Link. He
read mathematics up to a certain point under Jungnitz, attended

the theological lectures of Augusti and Gass, heard Raumer on

the French Revolution, and made some progress in Hebrew and

Syriac under Middeldorpf. But with all this diversity of

reading he was growing more and more devoted to that which

became the special study of his life classical antiquity in its

widest range and compass. And in order to gratify his in-

creasing love for this branch of learning he removed in

the spring of 1816 to Berlin, which enjoyed at that time

the highest reputation among the Universities of Germany.

Although he studied only for a year at the Prussian capital, for

he passed as Doctor in Philosophy at Easter 1817, this short

residence at Berlin produced an important influence on his

career. His exertions were indefatigable, and at no period

during his laborious life did he spend a greater number of

hours in intense study. In a letter written to his brother Edward
on the eighteenth of February 1817,* he describes himself as

surrounded by books : fifteen to twenty folios mostly open
were lying on chairs, on the sofa, or on the ground, intermixed

with countless borrowed books, which in spite of threatened

fines he could not return to the public libraries. His excellent

constitution sustained his bodily health in the midst of these

efforts to amass learning, the more so, as he did not neglect
to take exercise in the open air, to which his love for

botany furnished a constant inducement, and he left Berlin

a taller and stronger man than when he commenced his

studies there. The fruits of his reading were shown in

the inaugural dissertation 'on the history and antiquities oil

jEgina' which he drew up as an exercise for his Doctor's

Edn*rd Mtiller, Bioyrapkitcht Erinncrtngtn an K. 0. MuUtr, p.
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degree and published shortly afterwards in an expanded form

with the following title :

'

JEgineticorum liber. Scripsit C. Miiller, Silesius, Dr.

Phil. Berolini. 1817. E. librari Reimariana.'

This little book was dedicated
.
to Augustus Bockh, in whose

school of classical philology Miiller had finally enlisted himself,

and who, recognizing in him a congenial spirit, became his firm

friend to the end of his life. There are many indications in

Miiller's writings of the high esteem in which he held this great

Berlin Professor, and on the other hand Bockh contributed more

than any one to the early reputation and professional success of his

admiring pupil, by writing a friendly review of the jEginetica

and taking every opportunity of recommending him for edu-

cational appointments.
Miiller's career as a teacher commenced in January 1818,

when he was appointed assistant-master in the Magdalenseum,
a public school at Breslau, then under the management of

Vlanso, the well-known author of a book on Sparta. In this

office, with no higher promotion than from the seventh to the

lixth mastership in the school, he remained until June 1819,

when Heeren, influenced chiefly, as it seems, by Miiller's

JEginelica, and Bockh's laudatory review of that book, wrote to

nvite him to Gb'ttingen as adjunct professor (Professor extra-

ordinarius} of ancient literature, and joint director of the

Philological Seminary, a vacancy having been occasioned by
Welcker's removal to Bonn. He accepted the flattering pro-

posal with undisguised satisfaction.
'

Gottingen/ he wrote to

bis parents,
'
is the place of places for me !' And his gratifi-

cation was increased by the liberality of the Hanoverian

government, which, in addition to his promised salary of 600

dollars, allowed him 400 dollars to defray the expenses of a stay

of eight weeks at Dresden, where he had long wished to study

the monuments of ancient art. This opportunity, of which he

diligently availed himself, not only gave fixity to his views on

the archaeology of the fine arts, which to the end of his life was

one of his favourite subjects, but also cultivated his natural taste

for the fine arts in general ; and he speaks with as much enthu-

siasm of the great masters of the Italian schools, who are repre-

VOL. I. b

cued



ON THE LIFE AND WRITINGS OF

seated by masterpieces in the Dresden Gallery, as of the

candelabra and bas-reliefs which he saw in the Museum there. In

a letter to his mother he says :*
' I often stand by the half-hour

together before that painting of paintings, the Madonna of

Raphael, and come continually back to it, in spite of my wish to

go on to other pictures. The majesty of the head of the infant

Christ, who seems to be teeming with the work of redemption, is

beyond all description. He has'in truth ten Jupiters in his head/

Notwithstanding his youth, Mtiller was treated with great dis-

tinction at Dresden, and formed a lasting acquaintance with

Bottiger and other eminent men in the Saxon capital.

On his arrival at Gottingen he was warmly received by

Dissen and the other philological professors, and soon became

one of the most active and popular lecturers at that seat ol

learning. The special and immediate subject of his lectures was
' the archaeology and history of ancient art / but his varioujj

courses branched over nearly all the topics of classical erudition!

During the first winter he discoursed on ancient oracles anc

prophecies, a subject not unconnected with his literary labour*!

at this time. For in January 1820 he published a Latin essay :

' De Tripode Delphico. Getting. 1820.'

And more elaborate investigations into the mythological lore o

early Greece appeared soon after in the first volume of his grea
work :

'
Geschichte Hellenischer Stamme und Stadte/

'
Histories of Greek races and cities/ which bore the specia

title:

' Orchomenos und die Minyer. Breslau. 1820.'

In the same year appeared his essay :

'
Mincrvae Poliadis sacra et aedem in arce Athenarum ilku

travit C. O. Miiller, Prof, in univers. lit. Gottiuj
extraordinarius. Gottingae. 1820.'

About the same time he contributed to Bottiger's Amalthea a

article
' on the Tripods/ and prepared an elaborate paper

f o
Athens and Attica/ for the general cyclopsedia of Ersch an

Gruber. In the midst of all these labours he retained h

Edumrd Mttller, Biographitche Erinnenngen an K. 0. MiiUer, p. xlii.
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iverflowing spirits and a cheerfulness which no book-learning

ould damp. Many stories are told of the ebullitions of inno-

ent gaiety with which he amused his friends. In fact liveli-

icss was his distinguishing characteristic. In writing to his sister

}ottliebe, he would go on rhyming every two or three words to

he end of the letter. The following specimen is given* from an

pistle dated Easter, 1819:
'

Liebchen, komm zum Biibcheu,

Q mein Stiibchen, Herzensspitzbiibchen. Wir sind selig und

rahlig (. e. he and his brother Julius), mitunter geht's kunter-

mnter, ein Bischen knurrig und schnurrig. Mit meinem

>ehnen und Wahnen und alien Plauen ist's ein langsames
)rucksen und Mucksen. Wird nichts draus, mach mir nichts

raus/ In the same spirit of innocent pleasantry we are told

ow he and his immediate intimates at Gottingen acted charades

f the most ludicrous ingenuity. For example, in representing

be word '

Iphigenie/ the tallest of the party would appear

tolding his hat over his head to indicate the capital
(

I/ with its

Lot ;
another on all fours would exhibit a '

Vieh/ (phi) ;
and a

hird with fantastic gestures would imitate the genie of the last

yllables.f The excitability of Miiller's temperament often

elieved itself with exclamations, and a ludicrous story is told

f a mistake occasioned by his frequent ejaculation
'

Himmel,
) Himmel/ when he was much delighted. A Silesian lady of

iis acquaintance invited him to hear her daughter's splendid

icrformance on the pianoforte.
'

Himmel, O Himmel !' cried

he enraptured listener.
'

No/ interposed the gratified parent ;

it is not Himmel but Hummel, who composed that piece/

?he strength of Miiller's imaginative powers was shown not

>iily by poems of a somewhat higher aim, but by dramatic

alents of no inconsiderable order. While quite a child he

alighted in all the details of a little puppet theatre, and as a

oung man, when he visited his parents during the Gottingen

acations, he would occasionally organize family gatherings after

he fashion of an ancient Greek festival. J

In the summer and autumn of 1822 the liberality of the

lanoverian government enabled Miiller to undertake a journey
o Holland, England, and France, chiefly for the purpose of in-

*
E. Miiller. Biograph. Erinn. p. xxxii. t Hid. p. xlix. I fbid. p. xlvi.
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specting museums, and so increasing his knowledge as a teacher

of archaeology. The eminent persons whose acquaintance he

made during this tour, and who received the young philologei;

with kindness and forwarded his studies with friendly mterestJ

were, in Holland, Reuveus, professor of archaeology at Leydens
in England, Dr. Herbert Marsh, Bishop of Peterborough, Mr.

Payne Knight, and Colonel Leake ;
and in Paris, Letroune ana

Raoul-Rochette.

On his return to Gottingen, he applied himself with
in4J

creased diligence to the continuation of his
' Histories of Grcelql

races and cities/ and the fruits of his labours appeared in 1824!
in two further volumes of that work which bore the separate

title :

' Die Dorier/

Of all Mulleins works, there is no one which has produced a

greater influence on the studies of his contemporaries, or more

largely contributed to the establishment of his European

reputation. Perhaps, indeed, there is no one product o

German learning which exhibits a greater mass of well- digest

erudition. In combination with Niebuhr*s '

History of Rome,
J

which in its improved form first appeared in English in 1828

Miiller's
' Dorians '

gave a new direction to the classical studiei

of the country. With the author's sanction, and with manj
additions from his pen, which made it equivalent to a nen

edition of the original,* this work was published in England as

' The History and Antiquities of the Doric race, by C. O
M tiller, translated from the German by Henrj
Tufnell, Esq., and George Cornewall Lewis, E
Oxford, 1830.' 2 vols. 8vo.

This translation also contained, in the form of an appendix
Mullet's essay on the settlements, origin, and early history a
the Macedonian nation, which had appeared at Berlin in 1825
as a separate treatise, with the title :

' Ueber die Makedonier. Eine ethnographische Unter

suchung, von K. O. Mviller.'

See the Translators' Preface, p. ii.
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The great work on the Dorians was repuhlished in German

[bur years after the author's death, under the superintendence

>f Schueidewin, and with additions from Miiller's papers.

In the year 1823, Miiller declined a very complimentary
nvitation to join the University of Berlin, and he was this

ear raised to the rank of Professor Ordinarius. Thoroughly
stablished at Gottingen, and with a sufficient income to meet

he humble demands of German housekeeping, he was enabled

;o marry the daughter of the celebrated jurist Hugo, a young

ady for whom he had conceived a warm affection. The

vedding took place on the 8th September, 1824, and the newly
narried couple, with the bride's father, set out on a tour to the

Rhine-land to visit the family of the Hugo's, in Baden. Oil

;his occasion, Miiller made the acquaintance of Niebuhr and

^. W. Schlegel at Bonn, and of Umbreit, Voss, and Creuzer at

Heidelberg ; on his way back to Gottingen, he paid a visit to

Platner. His establishment as a married man at Gottingen is

described by his friends as a model of elegance and comfort,

especially after he got into his new house. '
It always gave

cue the greatest pleasure/ says Liicke,*
'
to visit at his house,

sspecially the new one, with its beautiful garden, which he had

arranged himself, with a view to hospitality, with the best

practical judgment and with refined taste, in a style which, as

we used to say by way of banter, was uot that of Gottingen,
but Grseco-Silesian. The cheerful happiness which reigned

there, without any pride, the managing and kindly wife, the

lustre shed upon them by the reputation of her father, Hugo,
the loveable children, the tasteful but solid comfort, the

elegance without any false adornment, in short, the whole had

in my eyes always a classical tone/

The year 1825 witnessed the publication of one of Mulleins

most original and important works : his
' introduction to a

scientific system of mythology/ or in its German title :

'

Prolegomena zu eiiier wissenschaftlichen Mythologies

Like ' The Dorians '
this work has been translated into

English, the author of the version being Mr. John Leitch.

*
Erinnerungen an K. 0. Miiller, von Dr. Friedrich Liicke. Gottingen.

841. p. 35-
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The book takes a sober view of the subject, and endeavours

mediate between the extreme theories of Creuzer and
Lobeck||

About the same time, the Royal Academy of Sciences at Berlidj

proposed the following subject for a prize essay :

' To explain

and exhibit critically the nature and constitution of the training

of the Etruscan nation, both generally and in reference to thd

several branches of the activity of a cultivated nation, in ordel

as far as possible to ascertain which of them really, and in what

degree each of them, flourished in this celebrated people.1

Miiller competed for this prize, which was awarded to him oil

the 3rd July, 1826. In preparing for the press the work whic

obtained this distinction, he considered himself entitled to giv

it a greater extension than this programme seemed to presume

and it appeared two years aftenvards as a complete treatise o

Etruscan antiquities with the title :

' Die Etrusker. Vier Biicher von K. O. Miiller. Bresla

1828.' 2 vols. 8vo.

In this work he showed that his knowledge of Italian antiquiti

was not inferior to his Greek learning, and the book \\ill

always occupy a high place in the department of research, which

Thomas Dempster opened, and which is not yet closed to thai

inquisitiveness of scholars. Just before he obtained the Berlia

prize on the i ith June, 1826, Miiller's domestic affections were

gratified by the birth of a daughter, and he seemed to have realized

every wish which his affectionate heart or his literary ambition I

could have prompted. While the two volumes on the Etruscans
| :;i

were preparing for the press, Miiller published his excellent

away :

'De Phidiae vita et operibus. Getting. 1827.'

His popular
' Manual of Ancient Art' was published about

:

the same time as the English translation of ' The Dorians/ with

the title :

' Handbuch der Archaeologie der Kunst. Breslau. 1830.'
The second edition appeared in 1835, an^ tne third was

edited by Wc-lckcr in 1847. This work has been translated

into English by Mr. Leitch, whose version has been reprinted.
Au Italian translation has appeared at Naples, and a French
version was published by Nicard in 1841. For methodical

.,

-..
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earning and completeness, there is no better book on the

ubject of ancient art. The outline illustrations to this treatise

iave appeared in a series of parts commencing in the year

832, with the title :

' Denkmaler der alten Kunst nach der Auswahl und

Anordnung von K. O. Miiller, gezeichnet und radirt

von K. Oesterley.'

Kn 1831 he drew up a geographical supplement to his work on

I The .Dorians
' with the title :

' Zur Karte des nordlichen Griechenlauds. Beilage zu dem
Werke dess. Verf. : die Dorier.'

And he has shown his familiarity with the land of Hellas in his

'

Bemerkungen zu Rienacker's Bearbeitung der Leake-

schen Topographic. Halle. 1829.'

In 1833 his studies in Latin philology, which had been stimu-

lated by his Etruscan researches, bore their first fruits in a

critical edition of Varro's essay on his mother-tongue. The
title is :

' M. Terenti Varronis de Lingua Latina Librorum quae

supersunt emendata et annotata a C. O. Muellero.'

Thus far his numerous writings had been received with general

applause or with fair and moderate criticism. But his edition

and translation of the Eumenides of ^schylus involved him in

a bitter controversy, which was a source of great discomfort to

him during the year which followed its publication. He had

commenced this book and announced it in the winter of

1826-27, and had read the translation to his brothers in the

summer of 1828, but for some reason he kept the work in his

desk, and he did not give it to the public till 1833, when it came

out with a complete apparatus of explanatory essays, as :

'

^Eschylos Eumeniden griechisch und deutsch mit erlau-

ternden Abhandlungen iiber die aussere Darstelluug

und iiber den Inhalt und die Composition dieser

Tragodie.'

Miiller had formed a warm attachment to Dissen, who was at

this time a great invalid, and had shared in his friend's indig-
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nation at the manner in which the renowned Godfrey Hermam

of Leipsig had attacked Dissen's Pindar, (see his Opuscula

vol. VI. pp. 3 69). It seemed to Miiller and to other

philologers of Bockh's school, that Hermann had usurped

the position of a literary dictator, and was unwilling to allot*

to others a free expression of opinion on questions o*j

Greek scholarship. With the frankness, then, of his noble

nature, and with a due sense of his own position in the
literaryj

world, Miiller could not enter on a field especially appropriated

by the Leipsig scholar, without proclaiming his own inde-

pendence, and anticipating an attack which perhaps a humbler

mode of proceeding would not have averted. He concludes his

preface to the Eumenides with the following words :

' Unfortu-

nately I cannot indulge in the hope of successfully recommend-

ing a renewed consideration of many points to the distinguished

philologer from whom we have long been expecting a new
edition of ^Eschylus, because this scholar seems to be determined

beforehand to break his stick over that which modern researches

produce in certain directions, which are out of the reach of his

own studies, and especially when they concern ^Eschylus. I

do not cherish the imagination that I shall form an exception
to this general rule. But I must enter my most decided

protest beforehand against Hermann's setting me right before

the public with a dictatorial sentence, like a judge who has

been asked his opinion, before he has as yet convinced us in the

slightest degree that he really possesses a clear conception of the

connexion of thought and of the plan of one tragedy of ^Eschylus,
or in general of any one work of ancient poetry a conception
to the attainment of which, in our opinion, the efforts of philo-

logy at the present day ought principally to be directed/ These
remarks were regarded as a sort of challenge by Hermann and
his adherents

; and Mailer's book on the Eumenides was sharply
attacked by Hermann himself in the Wiener Jahrbiicher, vol.

I. XIV. (reprinted in his Opuscula, vol. VI. pars II. pp. 9
215), and by his pupil F. W. Fritzche in a tract entitled:

nsion des Buches ^Eschylos Eumeniden von K. O.

Muller, von einem Philologen. Leipsig. 1834-35.' To
these criticisms Muller replied in a spirited and vigorous
manner ('Aiihang z. d. B. JDsch. Eumenid. Gottingen. 1834.'
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1

Erklarung/ 1 855) ;
and it must be allowed at any rate that

the Gottingen professor came forth from the conflict with

undiminished reputation.

In the mean time Miiller was receiving from the government
of Hanover those distinctions which generally fall to the lot of

distinguished literary men in Germany. In 1830 he had been

appointed member of the '

Scientific Committee of Inquiry ;' in

1 83 J he became ' Member of the Academical Senate/ and

chairman of the committee just mentioned ; in 1832 he received

the title of ' Aulic Councillor' (Hofrath] ;
in 1834 he was made

Knight of the Guelphic order by William IV.
;
and in 1837 his

salary was largely increased. As a general rule Miiller took

but little interest in politics, and although he was director of

the news rooms, he was often a fortnight behind the date in his

acquaintance with the public journals.* He was intimately

connected with the seven eminent professors who protested

against the subversion of the Constitution of 1834 by an edict

of King Ernest (our Duke of Cumberland), and he did not

conceal his general agreement with them. But he took no

public steps in opposition to the Government, and retained his

place in the University, when Grimm and Dahlmann and

Ewald felt it to be their duty to seek another home.

It was soon after the termination of his controversy with

Hermann that Miiller was induced to engage in the work which

we have undertaken to complete. The Society for the Diffusion

of Useful Knowledge had been for some few years established

in London by a number of eminent men, who combined liberal

sentiments in politics with an earnest desire to promote the

literary culture of the country. Although the works, which they
issued in parts, were intended to be for the most part of a

general and popular character, as far as the execution was con-

cerned, they entered from the first upon some of the highest

domains of literature and science. And in some of their books

no attempt was made to refrain from displaying the apparatus
of classical learning. Thus although Mr. F. Malkin's History of

Greece contained no marginal references, in compliance no doubt

with what was the original intention of the Society, the elaborate

*
Liicke, Erinnerungen, p. 37.
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History of Rome undertaken in different departments by Mr.

Maiden, Mr. Donne, and Mr. C. Merivale, in the few parts to

which it is unfortunately limited, exhibited an array of erudition

which is not surpassed by the most learned productions of the

University Press at Oxford or at Cambridge. It was not there-

fore at all surprising that a History of the Literature of Greece

should occur to the Committee, including as it did some of the

best scholars in England, as a work which might be published

under their auspices. The credit of having first suggested this

undertaking is due to Mr. (now Sir) George Cornewall Lewis,

who proposed to the Committee to employ Professor Miiller to

write the history, and, having obtained their consent, was

enabled by his previous acquaintance with the author of ' The

Dorians/ to engage him in this important work. Besides these

good offices, Mr. Lewis took upon himself all the trouble of

making the arrangements with Muller; the manuscript of the

successive numbers of the work was transmitted to him by
Miiller, and he made the translation and carried it through the

press, exercising, with the author's consent, a discretionary power
as editor, up to the spring of 1839, when, having received a

public appointment which engrossed all his time, he transferred

his task to the present writer.

Miiller was given to understand that a work of popular cha-

racter, specially designed for English readers, was expected
from him. In accepting the undertaking, he expressed some
diffidence as to his powers of treating such a subject in a

popular manner, which he had never attempted, all his previous
works having been written exclusively for learned readers.

It is to be regretted that he was induced by this considera-

tion to withhold a full display of his exhaustless learning, but

the consequence of the limitations which he imposed on himself,
and of his efforts to write popularly, especially assisted as he
was by the editorial labours of his translator, has been the

production of a work which, while thoroughly scholarlike, is

infinitely more readable than any similar production from the

pen of a German philologer.* Miiller bestowed great pains

Bernbardy, in hia remarks on Miiller's History (Grundntt der Griechische*

Liltntmr, vol. II. pp. x. xi.), indicates sufficiently the contrast between hia own
work and that of iU immediate predecessor.
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upon this work, which, though undertaken for a foreign public,

interested his literary ambition, and was in itself a labour of

love to him. He told his translators, to mention one instance,

that he had re-perused the whole of Euripides before he wrote

his chapter on that poet ;
and any competent reader may see

that he prepared himself by similar study for his examination

of every considerable author. If he had been spared to com-

plete the work, there can be little doubt that it would have

been accepted by the learned world as one of the happiest

efforts of his genius and learning, and that it would have

obtained for him in this country an established place among
those who teach by their writings the classical students of our

great schools and universities.

The (

History of the Literature of Greece ' was published in

German, after the author's death, by his brother Edward, with

the title,

' K. O. Miiller's Geschichte der griechischen Literatur

bis auf das Zeitalter Alexanders. Nach der Hand-

schrift des Verfassers herausgegeben von Dr.

Edward Miiller. 2 Bde. Breslau. 1841.'

More than one edition of this form of the work has already

appeared. In his memoir of his brother,* Edward Miiller

states briefly that Karl Otfried
' laboured since 1 835 at his

History of Greek Literature, in the first instance for England,

(zundchst fur England}.' But in his list of K. O. Miiller's

works,f he does not mention the English edition of this history.

It is difficult to see how this is in accordance with any strict

sense of propriety. Edward Miiller must have been aware of the

relations between his brother and the Society for the Diffusion

of Useful Knowledge ; he could hardly have been ignorant that

the history was written for the '
exclusive use

'
of that Society,

and that its author had received a very liberal remuneration

on the appearance of each successive number. In suppressing
these facts his conduct has been, to say the least, unhandsome.

And he has not consulted his brother's literary reputation in

publishing the book from the rough drafts
; for the transcribed

*
p. LXII. f PP. LXXVI LXXVJTL
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and corrected manuscript is in England, a considerable portion

of it being in the possession of the present writer to say

nothing of the editorial labour bestowed upon the book, in cor-

respondence with the author, and with his express sanction and

approbation.

The only other separate publications of K. O. Miiller Avere

the following:

'

Antiquitates Antiochense. Commentationes duse. Got- -

tingse. 1839. (Comment, prior ab auct. recitata in

consessu soc. reg. d. XIV. Junii a. 1834. Comment,

altera d. VIII. Junii a. 1839).'
'
Sexti Porapei Festi de verborum significatione quse

supcrsunt cum Pauli epitome emendata et amiotata.

Lipsia3. 1839.'

He also, in 1836, lent his name and contributed a preface to

the architect R. Wiegmaun's interesting little book :

* Die

Malerei dcr alten in ihrer Anwendung und Technik insbesondere

als Decorationsmalerei.'

The edition of Festus, which he undertook at the solicitation

of Bocking, and which is dedicated to his father-in-law Hugo,

*antiquorum Muciorum et Sulpiciorum in explanando
Romauorum jure civili alumno et aemulo/ makes an epoch in.

this department of learning, not only from the soundness of

the criticisms of which it is the vehicle, but also because it*

gives for the first time a comparative view of the original

Vocabulary of Festus, as far as it has survived, and its epitome

by Paulus Diaconus.

It only remains to narrate Muller's journey to Italy and

Greece, and its unfortunate conclusion. A visit to the homes
of classical antiquity had long been an object of hope to Miiller

li in! self, and had been desired for him by those who thought
that one who was so familiar with ancient life might bring back

much to instruct the world, if he had an opportunity of

travelling to these countries, and especially to Greece. Speak-

ing of the Bavarian mission of Professor Thiersch, Dr.

Thirl wall remarked, in 1832:* 'Much as this intelligence

Philological Muteum, I. p. 309.
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promises, it would have been a still more agreeable piece of

news if we had heard that K. O. Miiller had been enabled to

spend a year or two in ocular inspection of the country where

he has lived in spirit so long, and with which he is already

more familiar than most men are with their own. Should it

ever happen that a person possessing in an equal degree all the

qualities and requisites of an accomplished traveller in Greece,

has the means of visiting it, and of pursuing his researches with

all the assistance that a liberal government can afford to such

undertakings, what hopes of the result could be deemed too

sanguine ?' The long desired opportunity of undertaking such

a tour presented itself in the summer of 1839. Arrangements
were made for the performance of his academical duties in his

absence, and though he took upon himself the expenses of his

journey, the government furnished him with a draftsman at

their cost. Accompanied by this artist and two friends, he

started from Munich, the place of rendezvous, spent three

months in Italy, attended the Winckelmann festival on the 9th

December, then travelled through southern Italy and Sicily,

and finally sailed for the Piraeus. He spent some time at

Athens, travelled for forty days in the Peloponnesus, and after

a second stay at Athens, set out for an exploration of northern

Greece, in the heat of the summer of 1840. Exposure to the

sun, while copying inscriptions at Delphi, liability during the

night to the unhealthy exhalations of the Copaic fens, and

excessive fatigue of body and mind, overcame the vigour of his

constitution. He was seized with a nervous bilious fever,

affecting both his secretions and his brain, was brought back to

Athens senseless, and died there on the ist August, 1840, at

four o'clock in the afternoon. The place of his interment is a

hill near the Acadeinus, where a monument has been erected

to his memory. The funeral oration was spoken in Greek by

Philippus Joannes, professor in the University of Athens, and

his funeral was attended by a large assembly.

Miiller left behind him a wife and five young children. The

manner in which the tidings of his death reached his friends

has been described in a touching manner by his friend Liicke.*

*
Erinnerungen, pp. 45, 46.
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They had heard that his return might be expected. His wife

and children had gone to Silesia to meet him there. Hugo
was preparing for the reception of the re-united pair at

Gottiiigen. Liicke himself, who had sustained a severe domestic

affliction, was longing for the comfort which he hoped to find in

Mullens society. On the 27th of August, Miiller's birth-day,

the tidings came like a thunder-stroke to Gottingen, that the

great scholar was no more ! Hugo himself was the first to

read the intelligence. Liicke hastened to him and found him

overwhelmed with distress. The old man, bowed down with

sorrow, silently referred his visitor to the words of Schiller's

H'allenstein :*

' I shall grieve down this blow of that I'm conscious :

For what does not man grieve down ? From the highest,

As from the vilest thing of every day,
He learns to wean himself: for the strong hours

Conquer him. Yet I feel what I have lost

In him. The bloom has vanished from my life.

For O ! he stood beside me, like my youth,
Transformed for me the real to a dream,

Clothing the palpable and familiar

With golden exhalations of the dawn.

Whatever fortunes wait my future toils,

The beautiful is vanished and returns not.
'

Of the character of Karl Otfried Miiller, it is no exaggeration
to say that, as far as human judgment is concerned, it was

blameless. In all the relations of life he showed himself ' a

man four-square, and wrought without reproach.' As a son, a

brother, a husband, and a father, he merited and obtained the

love of his nearest connexions. His other friends felt for him
that attachment which his frank and noble nature could not

fail to conciliate. His religious sentiments did not exhibit

themselves in connexion with any dogmatic system of theology,
but many traits have been preserved which show that he was a

sincere and earnest Christian
; and his younger brother, Julius,

who is still living, and has attained the very highest place

among the profound divines of Germany, is well able to answer

for the speculative orthodoxy of the whole family.f As a

* ActV. Sc. i.

t It my perhaps be said that Die chrittliche Lehre von der Siinde, by Juliui

Muller, U at once the ablest and soundest product of modern German theology.
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classical scholar, we are inclined to prefer K. O. Miiller, on the

whole, to all the German philologers of the nineteenth century.

He had not Niebuhr^s grasp of original combination ; he was

hardly equal to his teacher Bockh in some branches of Greek

philosophy, antiquities, and palaeography ;
he was inferior to

Hermann in Greek verbal criticism
;
he was not a comparative

philologer, like Grimm and Bopp and A. W. Schlegel, nor a

collector of facts and forms like Lobeck. But in all the dis-

tinctive characteristics of these eminent men, he approached
them more nearly than most of his contemporaries, and he had

some qualifications to which none of them attained. In liveli-

ness of fancy, in power of style, in elegance of taste, in artistic

knowledge, he far surpassed most if not all of them. Ancient

mythology and classical geography were more his subjects than

those of any German of his time; he will long be the chief

authority on ancient art
;
and he laid the foundations for a new

school of Latin criticism. He was always ready to recognize
the truth, when discovered by processes with which he was less

familiar; and did not, like too many of his countrymen, sur-

round himself with a wall of national prejudice beyond which

he could see nothing excellent or admirable. Both for the

great qualities which he possessed, and for the faults which he

avoided, we would concede to K. O. Miiller the place of honour

among those who, in the German universities, have promoted
the study of ancient literature since the commencement of the

present century.
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HISTORY

OF THE

LITERATURE OF ANCIENT GREECE.

I

INTRODUCTION.

r undertaking to write a history of Grecian literature, it is

not our intention to enumerate the names of those many
hundred authors whose works, accumulated in the Alexandrine

Library, are reported, after passing through many other perils,

to have finally been burnt by the Khalif Omar an event from

which the cause of civilization has not, perhaps, suffered so

much as many have thought ; inasmuch as the inheritance of

so vast a collection of writings from antiquity would, by

engrossing all the leisure and attention of the moderns, have

diminished their zeal and their opportunities for original pro-

ductions. Nor will it be necessary to carry our younger
readers (for whose use this work is chiefly designed) into the

controversies of the philosophical schools, the theories of gram-
marians and critics, or the successive hypotheses of natural

philosophy among the Greeks in short, into those departments
of literature which are the province of the learned by profession,

and whose influence is confined to them alone. Our object is

to consider Grecian literature as a main constituent of the

character of the Grecian people, and to show how those illus-

trious compositions, which we still justly admire as the classical

writings of the Greeks, naturally sprang from the taste and

genius of the Greek races, and the constitution of civil and

domestic society as established among them. For this purpose
our inquiries may be divided into three principal heads :

J. The development of Grecian poetry and prose before the

VOL. I. B
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rise of the Athenian literature ;
2. The nourishing era of poetry

and eloquence at Athens; and, 3. The history of Greek litera-

ture in the long period after Alexander ;
which last, although

it produced a much larger numher of writings than the former

periods, need not, consistently with the object of the present

work, be treated at great length, as literature had in this age

fallen into the hands of the learned few, and had lost its living

influence on the general mass of the community.
In attempting to trace the gradual development of the,

literature of ancient Greece from its earliest origin, it would

be easy to make a beginning, by treating of the extant works

of Grecian writers in their chronological order. We might

then commence at once with Homer and Hesiod : but if wf
were to adopt this course, we should, like an epic poet, place

our beginning in the middle of the history ; for, like the Pallas

of Grecian poetry, who sprang full-armed from the head of

Jupiter, the literature of Greece wears the perfection of beauty
j

in those works which Herodotus and Aristotle, and all critical!

and trustworthy inquirers among the Greeks, recognized asj

being the most ancient that had descended to their times.

Although both in the Iliad and Odyssey we can clearly discern

traces of the infancy of the nation to which they belong, andj

although a spirit of simplicity pervades them, peculiar to
the|

childhood of the human race, yet the class of poetry underj

which they fall, appears in them at its full maturity ;
all the!

laws which reflection and experience can suggest for the epic

form are observed with the most refined taste ; all the means!

are employed by which the general effect can be heightened;
nowhere does the poetry bear the character of a first essay or

an unsuccessful attempt at some higher poetical flight ; indeed,

as no subsequent poem, either of ancient or modern times, has

so completely caught the genuine epic tone, there seems good
reason to doubt whether any future poet will again be able to

strike the same chord. It seems, however, manifest, that there

must have been many attempts and experiments before epic

poetry could reach this elevation; and it was, doubtless, the

perfection of the Iliad and Odyssey, to which these prior essays

had led, that buried the productions of former bards in oblivion

Hence the first dawn of Grecian literature is without any per-
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feet memorial ;
but we must be content to remain in ignorance

of the connexion of literature with the character of the Greek

races at the outset of their national existence, if we renounce

all attempt at forming a conception of the times anterior to

the Homeric poems. In order, therefore, to throw some light

on this obscure period, we shall first consider those creations

of the human intellect which in general are prior to poetry,

and which naturally precede poetical composition, as poetry in

its turn is followed by regular composition in prose. These

are language and religion. When these two important subjects

have been examined, we shall proceed, by means of allusions

in the Homeric poems themselves, and the most credible

testimonies of later times, to inquire into the progress and

character of the Greek poetry before the time of Homer.

B 2



CHAPTER I.

CHARACTERISTICS OF THE GREEK LANGUAGE.

i. General account of the languages of the Indo-Teutonic family. a. Origin

and formation of the Indo-Teutonic languages multiplicity of their gramma-

tical forms. 3. Characteristics of the Greek language, as compared with the

other languages of the Indo-Teutonic family. 4. Variety of forms, inflexions,

and dialects in the Greek language. 5. The tribes of Greece, and their

several dialects characteristics of each dialect.

I. T ANGUAGE, the earliest product of the human mind,
J-J and the origin of all other intellectual energies, is at

the same time the clearest evidence of the descent of a nation

and of its affinity with other races. Hence the comparison of

languages enables us to judge of the history of nations at

periods to which no other kind of memorial, no tradition or

record, can ascend. In modern times, this subject has been

studied with more comprehensive views and mor^ systematic
methods than formerly : and from these researches it appears

that a large part of the nations of the ancient world formed a

family, whose languages (besides a large number of radical

words, to which we need not here particularly advert) had on

the whole the same grammatical structure and the same forms

of derivation and inflexion. The nations between which this

affinity subsisted are the Indians, whose language, in its earliest

and purest form, is preserved in the Sanscrit; the Persians,

whose primitive language, the Zend, is closely allied with the

Sanscrit ; the Armenians and Phrygians, kindred races, of whose

language the modern Armenian is a very mutilated remnant,

though a few ancient features preserved in it still show its original

resemblance ;
the Greek nation, of which the Latin people is a

branch ; the Sclavonian races, who, notwithstanding their in-

tellectual inferiority, appear from their language to be nearly
allied with the Persians and other cognate nations ;

the Lettic
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tribes, among which the Lithuanian has preserved the funda-

mental forms of this class of languages with remarkable fidelity ;

the Teutonic, and, lastly, the Celtic races, whose language (so

far as we can judge from the very degenerate remains of it now

extant), though deviating widely in some respects from the

general character perceptible in the other languages, yet un-

questionably belongs to the same family. It is remarkable

that this family of languages, which possess the highest perfec-

tion of grammatical structure, also includes a larger number of

nations, and has spread over a wider extent of surface, than any
other : the Semitic family (to which the Hebrew, Syrian, Phoe-

nician, Arabian, and other languages belong), though in many
respects it can compete with the Indo-Germanic, is inferior to

it in the perfection of its structure and its capacity for literary

development; in respect of its diffusion likewise it approaches
the Indian class of languages, without being equal to it ; while,

again, the rude and meagre languages of the American abo-

rigines are often confined to a very narrow district, and appear
to have no affinity with those of the other tribes in the imme-
diate vicinity.

1

Hence, perhaps, it may be inferred, that the

higher capacity for the formation and development of language
was at this early period combined with a greater physical and

mental energy in short, with all those qualities on which the

ulterior improvement and increase of the nations by which it

was spoken depended.
"While the Semitic branch occupies the south-west of Asia,

the Indo-Germanic languages run in a straight line from south-

east to north-west, through Asia and Europe : a slight inter-

ruption, which occurs in the country between the Euphrates
and Asia Minor, appears to have been occasioned by the pres-

sure of Semitic or Syrian races from the south ;
for it seems

probable that originally the members of this national family

succeeded one another in a continuous line, although we are

not now able to trace the source from which this mighty stream

originally flowed. Equally uncertain is it whether these lan-

guages were spoken by the earliest inhabitants of the countries

1 Some of the American languages are rather cumbersome than meagre in their

grammatical forms
;
and some are much more widely spread than others. Note by

Editor.
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to which they belonged, or were introduced by subsequent im-

migrations ; in which latter case the rude aborigines would

have adopted the principal features of the language spoken by

the more highly endowed race, retaining at the same time much

of their original dialect an hypothesis which appears highly pro-

bable as regards those languages which show a general affinity

with the others, but nevertheless differ from them widely in

their grammatical structure and the number of their radical

forms.

2. On the other hand, this comparison of languages leads

to many results, with respect to the intellectual state of the

Greek people, which throw an unexpected light into quarters

where the eye of the historian has hitherto been able to dis-

cover nothing but darkness. We reject as utterly untenable

the notion that the savages of Greece, from the inarticulate

cries by which they expressed their animal wants, and from the

sounds by which they sought to imitate the impressions of out-

ward objects, gradually arrived at the harmonious and magni-
ficent language which we admire in the poems of Homer. So

far is this hypothesis from the truth, that language evidently is

connected with the power of abstracting or of forming general

notions, and is inconsistent with the absence of this faculty. It

is plain that the most abstract parts of speech, those least likely

to arise from the imitation of any outward impression, were the

first which obtained a permanent form ; and hence those parts

of speech appear most clearly in all the languages of the Indo-

Teutonic family. Among these are the verb ' to be/ the forms

of which seem to alternate in the Sanscrit, the Lithuanian, and

the Greek ; the pronouns, which denote the most general rela-

tions of persons and things to the speaker ; the numerals, also

abstract terms, altogether independent of impressions from

single objects ; and, lastly, the grammatical forms, by which

the actions expressed by verbs are referred to the speaker, and

the objects expressed by nouns are placed in the most various

relations to one another. The luxuriance of grammatical forms

which we perceive in the Greek cannot have been of late intro-

duction, but must be referred to the earliest period of the lan-

guage ; for we find traces of nearly all of them in the cognate

tongues, which could not have been the case unless the Ian-
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guages before they diverged had possessed these forms in

common : thus the distinction between aorist tenses, which

represent an action as a moment, as a single point, and others,

which represent it as continuous, like a prolonged line, occurs

in Sanscrit as well as in Greek.

In general it may be observed, that in the lapse of ages, from

the time that the progress of language can be observed, gram-
matical forms, such as the signs of cases, moods, and tenses,

have never been increased in number, but have been constantly

diminishing. The history of the Romance, as well as of the Ger-

manic languages, shows in the clearest manner how a grammar,
once powerful and copious, has been gradually weakened and

impoverished, until at last it preserves only a few fragments of

its ancient inflections. The ancient languages, especially the

Greek, fortunately still retained the chief part of their gram-
matical forms at the time of their literary development; thus,

for example, little was lost in the progress of the Greek lan-

guage from Homer to the Athenian orators. Now there is no

doubt that this luxuriance of grammatical forms is not an

essential part of a language, considered merely as a vehicle of

thought. It is well known that the Chinese language, which

is merely a collection of radical words destitute of grammatical

forms, can express even philosophical ideas with tolerable pre-

cision ; and the English, which, from the mode of its formation

by a mixture of different tongues, has been stripped of its

grammatical inflections more completely than any other Euro-

pean language, seems nevertheless, even to a foreigner, to be

distinguished by its energetic eloquence. All this must be

admitted by every unprejudiced inquirer ;
but yet it cannot be

overlooked, that this copiousness of grammatical forms, and the

fine shades of meaning which they express, evince a nicety of

observation and a faculty of distinguishing, which unquestion-

ably prove that the race of mankind among whom these lan-

guages arose was characterized by a remarkable correctness and

subtlety of thought. Nor can any modern European, who
forms in his mind a lively image of the classical languages in

their ancient grammatical luxuriance, and compares them with

his mother tongue, conceal from himself that in the ancient

languages the words, with their inflections, clothed as it were
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with muscles and sinews, come forward like living bodies, full

of expression and character ;
while in the modern tongues the

words seem shrunk up into mere skeletons. Another advantage

which belongs to the fulness of grammatical forms is, that words

of similar signification make likewise a similar impression on

the ear ;
whence each sentence obtains a certain symmetry and,

even where the collocation of the words is involved, a clearness

and regularity, which may be compared with the effect produced
on the eye by the parts of a well-proportioned building ; whereas,

in the languages which have lost their grammatical forms,

either the lively expression of the feeling is hindered by an

unvarying and monotonous collocation of the words, or the

hearer is compelled to strain his attention, in order to com-

prehend the mutual relation of the several parts of the sentence.

Modern languages seem to attempt to win their way at once to

the understanding without dwelling in the ear ; while the

classical languages of antiquity seek at the same time to pro-
duce a corresponding effect on the outward sense, and to assist

the mind by previously filling the ear, as it were, with an im-

perfect consciousness of the meaning sought to be conveyed b
the words.

3. These remarks apply generally to the languages of the

Indo-Germanic family, so far as they have been preserved in a

state of integrity by literary works and have been cultivated by
poets and orators. "We shall now limit our regards to the

Greek language alone, and shall attempt to exhibit its more

prominent and characteristic features as compared with those of

its sister tongues. In the sounds which were formed by the

various articulation of the voice, the Greek language hits that

happy medium which characterizes all the mental productions
of this people, in being equally removed, on the one hand, from
the superabundant fulness, and, on the other, from the meagre-
ness and tenuity of sound, by which other languages are

variously deformed. If we compare the Greek with that lan-

guage which comes next to it in fitness for a lofty and flowing

style of poetry, viz., the Sanscrit, this latter certainly lias some
classes of consonants not to be found in the Greek, the sounds
of which it is almost impossible for an European mouth to

imitate and distinguish : on the other hand, the Greek is much
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richer in short vowels than the Sanscrit, whose most harmonious

poetry would weary our ears by the monotonous repetition of

the A sound; and it possesses an astonishing abundance of

diphthongs, and tones produced by the contraction of vowels,
which a Greek mouth could alone distinguish with the requisite

nicety, and which, therefore, are necessarily confounded by the

modern European pronunciation. We may likewise perceive in

the Greek the influence of the laws of harmony, which, in dif-

ferent nations, have caused the rejection of different combina-

tions of vowels and consonants, and which have increased the

softness and beauty of languages, though sometimes at the

expense of their terminations and characteristic features. By
the operation of the latter cause, the Greek has, in many places,

lost its resemblance to the original type, which, although not now

preserved in any one of the extant languages, may be restored by

conjecture from all of them
;
even here, however, it cannot be

denied that the correct taste and feeling of the Greeks led them to

a happy mixture of the consonant and vowel sounds, by which

strength has been reconciled with softness, and harmony with

strongly marked peculiarities ; while the language has, at the

same time, in its multifarious dialects, preserved a variety of sound

and character, which fit it for the most discordant kinds of poetical

and prose composition.

4. We must not pass over one important characteristic of

the Greek language, which is closely connected with the early

condition of the Greek nation, and which may be considered

as, in some degree, prefiguring the subsequent character of its

civilization. In order to convey an adequate idea of our

meaning, we will ask any person who is acquainted with Greek,

to recal to his mind the toils and fatigue which he underwent

in mastering the forms of the language, and the difficulty which

he found to impress them on his memory ; when his mind,

vainly attempting to discover a reason for such anomalies, was

almost in despair at finding that so large a number of verbs

derive their tenses from the most various roots ; that one verb

uses only the first, another only the second, aorist, and that

even the individual persons of the aorist are sometimes com-

pounded of the forms of the first and second aorists respectively ;

and that many verbs and substantives have retained only single
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or a few forms, which have been left standing by themselves,

like the remains of a past age. The convulsions and cata-

strophes of which we see so many traces around us in the

frame-work of the world have not been confined to external

nature alone. The structure of languages also has evidently,

in ages prior to the existence of any literature, suffered some

violent shocks, which may, perhaps, have received their impulse

from migrations or internal discord ; and the elements of the

language, having been thrown in confusion together, were

afterwards re-arranged, and combined into a new whole. Above

all is this true of the Greek language, which bears strong

marks of having originally formed part of a great and regular

plan, and of having been reconstructed on a new system from

the fragments of the former edifice. The same is doubtless also

the cause of the great variety of dialects wbich existed both

among the Greeks and the neighbouring nations
;

a variety, of

which mention is made at so early a date as the Homeric

poems.
1 As the country inhabited by the Greeks is intersected

to a remarkable degree by mountains and sea, and thus was

unfitted by Nature to serve as the habitation of a uniform

population, collected in large states, like tbe plains of the

Euphrates and Ganges; and as, for this reason, the Greek

people was divided into a number of separate tribes, some of

which attract our attention in the early fabulous age, others in.

the later historical period ;
so likewise the Greek language was

divided, to an unexampled extent, into various dialects, which

differed from each other according to the several tribes and

territories. In what relation the dialects of the Pelasgians,

Dryopes, Abantes, Leleges, Epeans, and other races widely
diffused in the earliest periods of Grecian history, may have

stood to one another, is indeed a question which it would be

vain to attempt to answer ; but thus much is evident, that the

number of these tribes, and their frequent migrations, by
mixing and confounding the different races, contributed power-
fully to produce that irregularity of structure which charac-

terizes the Greek language in its very earliest monuments.

1 In Iliad II. 804, and IV. 437, there is mention of the variety of dialects among
the allies of the Trojans; and in Odyggey XIX. 175, among the Greek tribes in

Crete.
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5. The primitive tribes just mentioned, which were the

earliest occupants of Greece known to tradition, and of which

the PELASGIAXS, and after them the LELEGES, were the most

extended, unquestionably did much for the first cultivation of

the soil, the foundation of institutions for divine worship, and

the first establishment of a regular order of society. The

Pelasgians, widely scattered over Greece, and having their set-

tlements in the most fertile regions (as the vale of the Peneus in

Thessaly, the lower districts of Boeotia, and the plains of Argos
and Sicyon), appear, before the time when they wandered

through Greece in isolated bodies, as a nation attached to their

own dwelling-places, fond of building towns, which they forti-

fied with walls of a colossal size, and zealously worshipping the

powers of heaven and earth, which made their fields fruitful and

their cattle prosperous. The mythical genealogies of Argos

competed as it were with those of Sicyon; and both these cities,

by a long chain of patriarchal princes (most of whom are

merely personifications of the country, its mountains and rivers),

were able to place their origin at a period of the remotest

antiquity. The Leleges also (with whom were connected the

Locrians in Northern Greece and the Epeans in Peloponnesus),

although they had fewer fixed settlements, and appear to have

led a rougher and more warlike life such as still prevailed in

the mountainous districts of Northern Greece at the time of

the historian Thucydides yet celebrated their national heroes,

especially Deucalion and his descendants, as founders of cities

and temples. But there is no trace of any peculiar creation of

the intellect having developed itself among these races, or of

any poems in which they displayed any peculiar character ;
and

whether it may be possible to discover any characteristic and

distinct features in the legends of the gods and heroes who

belong to the territories occupied by these different tribes is a

question which must be deferred until we come to treat of

the origin of the Grecian mythology. It is however much to be

lamented that, with our sources of information, it seems impos-
sible to form a well-grounded opinion on the dialects of these

ancient tribes of Greece, by which they were doubtless precisely

distinguished from one another ;
and any such attempt appears

the more hopeless, as even of the dialects which were spoken in
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the several territories of Greece within the historical period we

have only a scanty knowledge, by means of a few inscriptions

and the statements of grammarians, wherever they had not

obtained a literary cultivation and celebrity by the labours of

poets and prose writers.

Of more influence, however, on the development of the intel-

lectual faculties of the Greeks was the distinction of the tribes

and their dialects, established at a period which, from the domi-

nation of warlike and conquering races and the consequent

prevalence of a bold spirit of enterprise, was called the heroic

age. It is at this time, before the migration of the Dorians into

Peloponnesus and the settlements in Asia Minor, that the seeds

must have been sown of an opposition between the races and

dialects of Greece, which exercised the most important influence

on the state of civil society, and thus on the direction of the

mental energies of the people, of their poetry, art, and literature.

If we consider the dialects of the Greek language, with which

we are acquainted by means of its literary monuments, they

appear to fall into two great classes, which are distinguished

from each other by characteristic marks. The one class is

formed by the jEolic dialect ; a name, indeed, under which the

Greek grammarians included dialects very different from one

another, as in later times everything was comprehended uudei

the term ^Eolic, which was not Ionic, Attic, or Doric. Accord-

ing to this acceptation of the term about three-fourths of the

Greek nation consisted of JSolians, and dialects were classed

together as ^Eolic which (as is evident from the more ancient in-

scriptions) differed more from one anotherthan from the Doric; as.

for example, the Thessalian and ^Etolian, the Boeotian and Elean

dialects. The ^Eolians, however, properly so called (who occui

in mythology under this appellation), lived at this early period
in the plain of Thessaly, south of the Peneus, which was after-

wards called Thessaliotis, and from thence as far as the Paga-
setic Bay. We also find in the same mythical age a branch 03

the /Eolian race, in southern JStolia, in possession of Calydon .

this fragment of the ^Eolians, however, afterwards disappear*
from history, while the ^Eolians of Thessaly, who also bore th<

name of Boeotians, two generations after the Trojan war, mi-

grated into the country which was called after them Boeotia
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and from thence, soon afterwards, mixed with other races, to the

maritime districts and islands of Asia Minor, which from that

time forward received the name of /Eolis in Asia Minor. 1

It

is in this latter JEolis that we become acquainted "with the

^lolian dialect, through the lyric poets of the Lesbian school,

the origin and character of which will be explained in a subse-

quent chapter. On the whole it may be said of this dialect, as

of the Boeotian in its earlier form, that it bears an archaic

character, and approaches nearest to the source of the Greek

language ;
hence the Latin, as being connected with the most

ancient form of the Greek, has a close affinity with it, and in

general the agreement with the other languages of the Indo-

Germanic family is always most perceptible in the ./Eolic. A
mere variety of the ^Eolic was the dialect of the Doric race,

which originally was confined to a narrow district in Northern

Greece, but was afterwards spread over the Peloponnesus and

other regions by that important movement of population which

was called the Return of the Heracleids. It is characterized by

strength and breadth, as shown in its fondness for simple open
vowel sounds, and its aversion for sibilants. Much more dif-

ferent from the original type is the other leading dialect of the

Greek language, the Ionic, which took its origin in the mother-

country, and was by the Ionic colonies, which sailed from Athens,
carried over to Asia Minor, where it underwent still further

changes. Its characteristics are softness and liquidness of

sound, arising chiefly from the concurrence of vowels, among
which, not the broad a and o, but the thinner sounds of e and u,

were most prevalent ; among the consonants the tendency to the

use of s is most discernible. It may be observed, that wherever

the Ionic dialect differs either in vowels or consonants from the

^Eolic, it also differs from the original type, as may be disco-

1 We here only reckon those ^Eolians who were in fact considered as belonging
to the ^EoUan race, and not all the tribes which were ruled by heroes, whom Hesiod,
in the fragment of the -fjolai, calls sons of ^Eolus ; although this genealogy justifies

us in assuming a close affinity between those races, which is also confirmed by other

testimonies. In this sense the Minyans of Orchomenus and lolcus, ruled by the

jEolids Athamas and Cretheus, were of ^Eolian origin ;
a nation which, by the

stability of its political institutions, its spirit of enterprise, even for maritime expe-

ditions, and its colossal buildings, holds a pre-eminent rank among the tribes of

the mythical age of Greece. (See Hesiod, Fragm, 28, ed. Gaisford.)
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vered by a comparison of the cognate languages ; it must there-

fore be considered as a peculiar form of the Greek, which was

developed within the limits of the Grecian territory. It is pro-

bable that this dialect was spoken not only by the lonians, but

also, at least one very similar, by the ancient Achseans ; siuce

the Achaeans in the genealogical legends concerning the descen-

dants of Hellen are represented as the brothers of the lonians :

this hypothesis would also explain how the ancient epic poems,

in which the lonians are scarcely mentioned, but the Achaean

race plays the principal part, were written in a dialect which,

though differing in many respects from the genuine Ionic, has

yet the closest resemblance to it.

Even from these first outlines of the history of the Greek

dialects we might be led to expect that those features would be

developed in the institutions and literature of the several races

which we find in their actual history. In the ^Eolic and Doric

tribes we should be prepared to find the order of society regu-

lated by those ancient customs and principles which had been

early established among the Greeks ; their dialects at least show

a strong disposition to retain the archaic forms, without

much tendency to refinement. Among the Dorians, however,

everything is more strongly expressed, and comes forward

in a more prominent light than among the ^oliaus; and as

their dialect everywhere prefers the broad, strong, and rough

tones, and introduces them throughout with unbending regu-

larity, so we might naturally look among them for a disposition

to carry a spirit of austerity and of reverence for ancient

custom through the entire frame of civil and private society.

The lonians, on the other hand, show even in their dialect a strong

tendency to modify ancient forms according to their taste and

humour, together with a constant endeavour to polish and refine,

which was doubtless the cause why this dialect, although of later

date and of secondary origin, was first employed in finished

poetical compositions.
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CHAPTER II.
1

RELIGION OF THE GREEKS.

i. The earliest form of the Greek religion not portrayed in the Homeric poems.
2. The Olympic deities, as described by Homer. 3. Earlier form of worship

in Greece directed to the outward objects of Nature. 4. Character and attri-

butes of the several Greek deities, as personifications of the powers and objects

of Nature. 5. Subsequent modification of these ideas, as displayed in the

Homeric description of the same deities.

i. "VfEXT to the formation of language, religion is the

-L i earliest object of attention to mankind, and therefore

exercises a most important influence on all the productions of

the human intellect. Although poetry has arisen at a very early
date among many nations, and ages which were as yet quite

unskilled in the other fine arts have been distinguished for

their poetical enthusiasm, yet the development of religious

notions and usages is always prior, in point of time, to poetry.

No nation has ever been found entirely destitute of notions of

a superior race of beings exercising an influence on mankind ;

but tribes have existed without songs, or compositions of any
kind which could be considered as poetry. Providence has

evidently first given mankind that knowledge of which they
are most in need; and has, from the beginning, scattered

among the nations of the entire world a glimmering of that

light which was, at a later period, to be manifested in brighter

effulgence.

This consideration must make it evident that, although the

1 We have thought it absolutely essential, for the sake of accuracy, in treating
of the deities of the ancient Greek religion, to use the names by which they were

known to the Greeks. As these, however, may sound strange to persons not ac-

quainted with the Greek language, we subjoin a list of the gods of the Romans with

which they were in later times severally identified, and by whose names they are

commonly known : Zeus, Jupiter; Hera, Juno; Athena, Minerva; Ares, Mars;

Artemis, Diana; Hermes, Mercury; Demeter, Ceres
; Cora, Proserpine; ffephcestus

Vulcan
; Poseidon, Neptune ; Aphrodite, Venus

; Dionysus, Bacchus.
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Homeric poems belong to the first age of the Greek poetry,

they nevertheless cannot be viewed as monuments of the first

period of the development of the Greek religion. Indeed, it

is plain that the notions concerning the gods must have under-

gone many changes before (partly, indeed, by means of the

poets themselves) they assumed that form under which they

appear in the Homeric poems. The description given by
Homer of the life of the gods in the palace of Zeus on Olympus
is doubtless as different from the feeling and the conception

with which the ancient Pelasgian lifted up his hands and voice

to the Zeus of Dodona, whose dwelling was in the oak of the

forest, as the palace of a Priam or Agamemnon from the hut

which one of the original settlers constructed of unhewn

trunks in a solitary pasture, in the midst of his flocks and

herds.

2. The conceptions of the gods, as manifested in the

Homeric poems, are perfectly suited to a time when the most

distinguished and prominent part of the people devoted their

lives to the occupation of arms and to the transaction of public

business in common ; which time was the period in which the

heroic spirit was developed. On Olympus, lying near the

northern boundary of Greece, the highest mountain of this

country, whose summit seems to touch the heavens, there rules

an assembly or family of gods ; the chief of which, Zeus,
summons at his pleasure the other gods to council, as Aga-
memnon summons the other princes. He is acquainted with

the decrees of fate, and is able to guide them ; and, as being
himself king among the gods, he gives the kings of the earth

their power and dignity. By his side is a wife, whose station

entitles her to a large share of his rank and dominion
;
and a

daughter of a masculine complexion, a leader of battles, and a

protectress of citadels, who by her wise counsels deserves the

confidence which her father bestows on her; besides these a

number of gods, with various degrees of kindred, who have

each their proper place and allotted duty in the divine palace.
On the whole, however, the attention of this divine council is

chiefly turned to the fortunes of nations and cities, and espe-

cially to the adventures and enterprises of the heroes, who,

being themselves for the most part sprung from the blood of
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the gods, form the connecting link between them and the ordi-

nary herd of mankind.

3. Doubtless such a notion of the gods as we have just

described was entirely satisfactory to the princes of Ithaca, or

any other Greek territory, who assembled in the hall of the

chief king at the common meal, and to whom some bard sang
the newest song of the bold adventures of heroes. But how

could this religion satisfy the mere countryman, who wished to

believe that in seed-time and in harvest, in winter and in

summer, the divine protection was thrown over him
; who

anxiously sought to offer his thanks to the gods for all kinds

of rural prosperity, for the warding off of all danger from the

seed and from the cattle ? As the heroic age of the Greek

nation was preceded by another, in which the cultivation of the

land, and the nature of the different districts, occupied the

chief attention of the inhabitants (which may be called the

Pelasgian period), so likewise there are sufficient traces and

remnants of a state of the Grecian religion, in which the gods
were considered as exhibiting their power chiefly in the opera-

tions of outward nature, in the changes of the seasons, and

the phenomena of the year. Imagination whose operations

are most active, and whose expressions are most simple and

natural in the childhood both of nations and individuals led these

early inhabitants to discover, not only in the general phenomena
of vegetation, the unfolding and death of the leaf and flower,

and in the moist and dry seasons of the year, but also in the

peculiar physical character of certain districts, a sign of the

alternately hostile or peaceful, happy or ill-omened coincidence

of certain deities. There are still preserved in the Greek

mythology many legends of a charming, and at the same time

touching simplicity, which had their origin at this period, when
the Greek religion bore the character of a worship of the

powers of Nature. It sometimes also occurs that those parts

of mythology which refer to the origin of civil society, to the

alliances of princes, and to military expeditions, are closely

interwoven with mythical narratives, which when minutely ex-

amined are found to contain nothing definite on the acts of

particular heroes, but only describe physical phenomena, and

other circumstances of a general character, and which have been

VOL. I. c
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combined with the heroic fables only through a forgetfulness of

their original form ;
a confusion which naturally arose, when in

later times the original connexion of the gods with the agencies

of Nature was more and more forgotten, and those of their at-

tributes and acts which had reference to the conduct of human

life, the government of states, or moral principles, were per-

petually brought into more prominent notice. It often happens

that the original meaning of narratives of this kind may be

deciphered when it had been completely hidden from the most

learned mythologists of antiquity. But though this process of

investigation is often laborious, and may, after all, lead only to

uncertain results, yet it is to be remembered that the mutila-

tion and obscuring of the ancient mythological legends by the

poets of later times affords the strongest proof of their high

antiquity; as the most ancient buildings are most discoloured

and impaired by time.

4. An inquiry, of which the object should be to select

and unite all the parts of the Greek mythology which have

reference to natural phenomena and the changes of the seasons,

although it has never been regularly undertaken, would doubt-

less show that the earliest religion of the Greeks was founded

on the same notions as the chief part of the religions of the

East, particularly of that part of the East which was nearest to

Greece, Asia Minor. The Greek mind, however, even in thi

the earliest of its productions, appears richer and more various

in its forms, and at the same time to take a loftier and a widei

range, than is the case in the religion of the oriental neighbour?
of the Greeks, the Phrygians, Lydians, and Syrians. In th

religion of these nations, the combination and contrast of twc

beings (Baal and Astarte), the one male, representing the pro

ductive, and the other female, representing the passive am
nutritive powers of Nature, and the alternation of two states

viz., the strength and vigour, and the weakness and death o

the male personification of Nature, of which the first was ccle

brated with vehement joy, the latter with excessive lamentation

recur in a perpetual cycle, which must in the end have wearia
and stupified the mind. The Grecian worship of Nature, 01

the other hand, in all the various forms which it assumed i

different places, places one deity, as the highest of all, at th
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cad of the entire system, the God of heaven and light ; for

that this is the meaning of the name Zeus is shown by the

occurrence of the same root (Diu) with the same signification,

jcven in the Sanscrit,
1 and by the preservation of several of its

i derivatives which remained in common use both in Greek and

; Latin, all containing the notion of heaven and day. With this

(god of the heavens, who dwells in the pure expanse of ether,

(is associated, though not as a being of the same rank, the god-
dess of the Earth, who in different temples (which may be

considered as the mother-churches of the Grecian religion) was

[worshipped under different names, Hera, Demeter, Dione, and

some others of less celebrity. The marriage of Zeus with this

goddess (which signified the union of heaven and earth in the

fertilizing rains) was a sacred solemnity in the worship of these

deities. Besides this goddess, other beings are associated on

one side with the Supreme God, who are personifications of

certain of his energies ; powerful deities who carry the influence

of light over the earth, and destroy the opposing powers of

darkness and confusion : as Athena, born from the head of her

father, in the height of the heavens ; and Apollo, the pure and

shining god of a worship belonging to other races, but who
even in his original form was a god of light. On the other

side are deities, allied with the earth and dwelling in her dark

recesses
;
and as all life appears not only to spring from the

earth, but to return to that whence it sprung, these deities are

for the most part also connected with death : as Hermes, who
1

brings up the treasures of fruitfuluess from the depth of the

earth, and the child, now lost and now recovered by her mother

Demeter, Cora, the goddess both of flourishing and of decay-

ing Nature. It was natural to expect that the element of

water (Poseidon] should also be introduced into this assemblage
of the personified powers of Nature, and should be peculiarly

combined with the goddess of the Earth : and that fire

(Hephaestus] should be represented as a powerful principle de-

1 The root DIU is most clearly seen in the oblique cases of Zeus, AiF6s AiFl, in

which the U has passed into the consonant form F : whereas in Zei)s, as in other

Greek words, the sound DI has passed into Z, and the vowel has been lengthened.
In the Latin lorn (luve in Umbrian) the D has been lost before I, which, however,

is preserved in many other derivatives of the same root, as dies, dium.

C 2
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rived from heaven and having dominion on the earth, and be

closely allied with the goddess who sprang from the head of

the god of the heavens. Other deities are less important aud

necessary parts of this system, as Aphrodite, whose worship

was evidently for the most part propagated over Greece from

Cyprus and Cythera
1

by the influence of Syrophoenician tribes.

As a singular being, however, in the assembly of the Greek

deities, stands the changeable god of flourishing, decaying, and

renovated Nature, Dionysus, whose alternate joys and sufferings/

and marvellous adventures, show a strong resemblance to the

form which religious notions assumed in Asia Minor. Intro-

duced by the Thracians (a tribe which spread from the north of

Greece into the interior of the country), and not, like the gods

of Olympus, recognized by all the races of the Greeks, Dionysus

always remained to a certain degree estranged from the rest of

the gods, although his attributes had evidently most affinity

with those of Demeter and Cora. But in this isolated position,

Dionysus exercises an important influence on the spirit of the

Greek nation, and both in sculpture and poetry gives rise

to a class of feelings which agree in displaying more powerful
emotions of the mind, a bolder flight of the imagination, and

more acute sensations of pain and pleasure, than were exhibited

on occasions where this influence did not operate.

5. In like manner the Homeric poems (which instruct us

not merely by their direct statements, but also by their indirect

allusions, not only by what they say, but also by what they do

not say), when attentively considered, clearly show how this

ancient religion of nature sank into the shade as compared witb

the salient and conspicuous forms of the deities of the heroic

age. The gods who dwell on Olympus scarcely appear at all it

connexion with natural phenomena. Zeus chiefly exercises Li:

powers as a ruler and a king ; although he is still designate

(by epithets doubtless of high antiquity) as the god of the ethei

and the storms
;

:
as in much later times the old picturesque ex

pression was used,
' What is Zeus doing ?' for

' What kind o

weather is it ?' In the Homeric conception of Hera, Athena

1 See Herod. I. 105; and Hitt. of Rome, pp. 121, 122.

i valwv
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nd Apollo, there is no trace of any reference of these deities to

he fertility of the earth, the clearness of the atmosphere, the

rrival of the serene spring, and the like ; which, however, can

discovered in other mythical legends concerning them, and
till more in the ceremonies practised at their festivals, which

;enerally contain the most ancient ideas. Hephsestus has passed
rom the powerful god of fire in heaven and in earth into a

aborious smith and worker of metals, who performs his duty by
naking armour and arms for the other gods and their favourite

leroes. As to Hermes, there are some stories in which he is

epresented as giving fruitfulness to cattle, in his capacity of the

ural god of Arcadia; from which, by means of various meta-

norphoses, he is transmuted into the messenger of Zeus, and

-he servant of the gods.

Those deities, however, which stood at a greater distance from

;he relations of human life, and especially from the military and

Dolitical actions of the princes, and could not easily be brought
nto connexion with them, are for that reason rarely mentioned

oy Homer, and never take any part in the events described by
aim

;
in general they keep aloof from the circle of the Olympic

gods. Demeter is never mentioned as assisting any hero, or

rescuing him from danger, or stimulating him to the battle ;

but if any one were thence to infer that this goddess was not

known as early as Homer's time, he would be refuted by the

incidental allusions to her which frequently occur in connexion

with agriculture and corn. Doubtless Demeter (whose name
denotes the earth as the mother and author of life

1

)
was in the

ancient Pelasgic time honoured with a general and public wor-

ship beyond any other deity ; but the notions and feelings ex-

cited by the worship of this goddess and her daughter (whom
she beheld, with deep lamentation, torn from her every autumn,
and recovered with excessive joy every spring) constantly be-

came more and more unlike those which were connected with

the other gods of Olympus. Hence her worship gradually ob-

tained a peculiar form, and chiefly from this cause assumed the

character of mysteries : that is, religious solemnities, in which

no one could participate without having undergone a previous

,
that IB,
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ceremony of admission and initiation. In this manner Homer

was, by a just and correct taste, led to perceive that Demeter,

together with the other divine beings belonging to her, had

nothing in common with the gods whom the epic muse assem-

bled about the throne of Zeus ; and it was the same feeling

which also prevented him from mixing up Dionysus, the other

leading deity of the mystic worship of the Greeks, with the

subject of his poem, although this god is mentioned by him as

a divine being, of a marvellous nature, stimulating the mind to

joy and enthusiasm.
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CHAPTER III.

EARLIEST POPULAR SONGS.

i. First efforts of Greek poetry. Plaintive songs of husbandmen. i. De-

scription of several of these songs viz., the Linus. 3. The lalemus, the

Scephrus, the Lityerses, the Bormus, the Maneros, and the laments for Hylas
and Adonis. 4. The Paean, its origin and character. 5. The Threnos, or

lament for the dead, and the Hymenceos, or bridal song. 6. Origin and cha-

racter of the chorus. 7. Ancient poets who composed sacred hymns, divided

.
into three classes viz., those connected, i. With the worship of Apollo ;

ii. With
the worship of Demeter and Dionysus ;

and iii. With the Phrygian worship of

the mother of the Gods, of the Corybantes, &c. 8. Explanation of the Thra-

cian origin of several of the early Greek poets. 9. Influence of the early
Thracian or Pierian poets on the epic poetry of Homer.

i. "II /TANY centuries must have elapsed before the poetical
JLYJL language of the Greeks could have attained the splen-

dour, the copiousness, and the fluency which so strongly excite

our admiration in the poems of Homer. The service of the

gods, to which all the highest energies of the mind were first

directed, and from which the first beginnings of sculpture, archi-

tecture, music, and poetry proceeded, must for a long time have

consisted chiefly in mute motions of the body, in symbolical

gestures, in prayers muttered in a low tone, and, lastly, in loud

broken ejaculations (oAoXu-y^uoe), such as were in later times

uttered at the death of the victim, in token of an inward feeling ;

before the winged word issued clearly from the mouth, and

raised the feelings of the multitude to religious enthusiasm in

short, before the first hymn was heard.

The first outpourings of poetical enthusiasm were doubtless

songs, describing, in few and simple verses, events which power-

fully affected the feelings of the hearers. From what has been

said in the last chapter it is probable that the earliest date may
be assigned to the songs which referred to the seasons and

their phenomena, and expressed with simplicity the notions and

feelings to which these events gave birth : as they were sung by



24 EARLIEST POPULAR SONGS.

peasants at the corn and wine harvest, they had their origin in

times of ancient rural simplicity. It is remarkable that songs

of this kind often had a plaintive and melancholy character ;

which circumstance is however explained when we remember

that the ancient worship of outward nature (which was pre-

served in the rites of Demeter and Cora, and also of Dionysus)

contained festivals of wailing and lamentation as well as of re-

joicing and mirth. It is not, however, to be supposed that this

was the only cause of the mournful ditties in question, for the

human heart has a. natural disposition to break out from time

to time into lamentation, and to seek an occasion for grief even

where it does not present itself as Lucretius says, that ( in

the pathless woods, among the lonely dwellings of the shep-

herds, the sweet laments were sounded on the pipe/
'

a. To the number of these plaintive ditties belongs the

song Linus mentioned by Homer,
2 the melancholy character of

which is shown by its fuller names, A'tXivog and OiroXtvo^

(literally,
'

Alas, Linus !' and ' Death of Linus.*) It was fre-

quently sung in Greece, according to Homer, at the grape-

picking. According to a fragment of Hesiod,
3
all singers and

players on the cithara lament at feasts and dances Linus, the

beloved son of Urania, and call on Linus at the beginning and the

end
; which probably means that the song of lamentation began

and ended with the exclamation At AtVt. Linus was originally
the subject of the song, the person whose fate was bewailed in

it; and there were many districts in Greece (for example,

Thebes, Chalcis, and Argos) in which tombs of Linus were
shown. This Linus evidently belongs to a class of deities

or demigods, of which many instances occur in the reli-

gions of Greece and Asia Minor ; boys of extraordinary beauty,
and in the flower of youth, who are supposed to have
been drowned, or devoured by raging dogs, or destroyed by
wild beasts, and whose death is lamented in the harvest or

1 Inde minutatim dulceis didicere querelat,
Tibia quas fundit digitis pulsata caneutum,
Avia per nemora ac sylvas saltusque reperta,
Per loca pastorum deserta atque otia dia. Lucretius, v. 13831386.

1 Iliad XVIII. 570.

Cited in Eustathius, p. 1 163 (Praym- x, ed. Gaisford).
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other periods of the hot season. It is obvious that these can-

not have been real persons, whose death excited so general a

sympathy, although the fables which were offered in explanation

of these customs often speak of youths of royal blood, who
were carried off in the prime of their life. The real object of

lamentation was the tender beauty of spring destroyed by the

summer heat, and other phenomena of the same kind, which

the imagination of these early times invested with a personal

form, and represented as gods or beings of a divine nature.

According to the very remarkable and explicit tradition of the

Argives, Linus was a youth, who, having sprung from a divine

origin, grew up with the shepherds among the lambs, and was

torn in pieces by wild dogs ; whence arose the '
festival of the

lambs/ at which many dogs were slain. Doubtless this festival

was celebrated during the greatest heat, at the time of the con-

stellation Sirius ; the emblem of which, among the Greeks, was,

from the earliest times, a raging dog. It was a natural con-

fusion of the tradition that Linus should afterwards become a

minstrel, one of the earliest bards of Greece, who begins a

contest with Apollo himself, and overcomes Hercules in playing
on the cithara ; even, however, in this character Linus meets

his death, and we must probably assume that his fate was men-

tioned in the ancient song. In Homer the Linus is represented
as sung by a boy, who plays at the same time on the harp, an

accompaniment usually mentioned with this song ; the young
men and women who bear the grapes from the vineyard follow

him, moving onward with a measured step, and uttering a shrill

cry,
1

in which probably the chief stress was laid on the exclama-

tion ai Xivt. That this shrill cry (called by Homer tuy/uoc)
was not necessarily a joyful strain will be admitted by any one

who has heard the ivy/uoq of the Swiss peasants, with its sad

and plaintive notes, resounding from hill to hill.

3. Plaintive songs of this kind, in which not the misfor-

tunes of a single individual, but an universal and perpetually

5' iv p-eaaoiai Trd'is <j>6p/j.iyyi \iyely

iddpifa Atvov b' inrb KO.\bi> &fiSe

u <pwirfj
'

rol Si p-fiaffovres a/j-apr-g ,

fj.o\irfj r' tvyfjup re, irocrl ffKalpovres ZTTOVTO. Iliad XVIII. 569 572 ;

on the meaning of /j.o\ir-q in this passage, see below, 6.



26 EARLIEST POPULAR SONGS.

recurring cause of grief was expressed, abounded in anciei

Greece, and especially in Asia Minor, the inhabitants of whic

country had a peculiar fondness for mournful tunes. The

lalemus seems to have been nearly identical with the Linus, as,

to a certain extent, the same mythological narrations are applied

to both. At Tegea, in Arcadia, there was a plaintive song,

called Scephrus, which appears, from the fabulous relation in

Pausanias,
1

to have been sung at the time of the summer heat.

In Phrygia, a melancholy song, called Lityerses, was sung at

the cutting of the corn. At the same season of the year, the

Mariandynians, on the shores of the Black Sea, played the

mournful ditty Bormus on the native flute. The subject of

their lamentation may be easily conjectured from the stoiy that

Bormus was a beautiful boy, who, having gone to fetch water

for the reapers in the heat of the day, was, while drawing it,

borne down by the nymphs of the stream. Of similar meaning
are the cries for the youth Hylas, swallowed up by the waters

of the fountain, which, in the neighbouring country of the

Bithynians, re-echoed from mountain to mountain. In the

southern parts of Asia Minor we find, in connexion with the

Syrian worship, a similar lament for Adonis,- whose untimely
death was celebrated by Sappho, together with Linus

;
and the

Maneros, a song current in Egypt, especially at Pelusium, in

which likewise a youth, the only son of a king, who died in early

youth, was bewailed
; a resemblance sufficiently strong to induce

Herodotus,
3 who is always ready to find a connexion between

Greece and Egypt, to consider the Maneros and the Linus as

the same song.
4

' VIII. 53,7~
*
Beautifully described in the well-known verses of Milton :

' Thammuz came next behind,

Whose annual wound in Lebanon allured

The Syrian damsels to lament his fate

In amorous ditties, all a summer's day,
While smooth Adonis from his native rock

Ran purple to the sea, supposed with blood
Of Thammuz yearly wounded.' Paradise Lost, I. 446.

1 " 79-
On the subject of these plaintive songs generally, see Miiller's Dorians, book IL

ch. 8, u (vol. I. p. 366, English translation), and Tbirlwall in the Philological
Aftueum, vol. I. p. 119.
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4. A very different class of feelings is expressed in another

kind of songs, which originally were dedicated only to Apollo,
and were closely connected with the ideas relating to the attri-

butes and actions of this god, viz., the pcsans (irair]oviq

in Homer). The paeans were songs, of which the tune

and words expressed courage and confidence. ' All sounds

of lamentation
5

(atA>a), says Callimachus, 'cease when the

le Psean, le Psean, is heard.'
l As with the Linus the in-

terjection at, so with the Paean the cry of ir\ was connected ;

exclamations, unmeaning in themselves, but made expressive by
the tone with which they were uttered, and which, as has been

already mentioned, dated back from the earliest periods of the

Greek worship, they were different for different deities, and

formed as it were the first rudiments of the hymns which began
and ended with them. Paeans were sung, not only when there

was a hope of being able, by the help of the gods, to overcome

a great and imminent danger, but when the danger was happily

past ; they were songs of hope and confidence as well as of

thanksgiving for victory and safety. The custom, at the ter-

mination of the winter, when the year again assumes a mild and

serene aspect, and every heart is filled with hope and confi-

dence, of singing vernal pteans (dapivol traiavtq), recommended

by the Delphic oracle to the cities of Lower Italy, is probably
of very high antiquity. Among the Pythagoreans likewise the

solemn purification (KaQapaiq), which they performed in spring,

consisted in singing paeans and other hymns sacred to Apollo.
In Homer,

2 the Achseans, who have restored Chryseis to the

priest her father, are represented as singing, at the end of the

sacrificial feast, over their cups, a paean in honour of the far-

darting god, whose wrath they thus endeavour completely to

appease. And in the same poet, Achilles, after the slaughter of

Hector, calls on his companions to return to the ships, singing
a paean, the spirit and tone of which he expresses in the fol-

lowing words :

' We have gained great glory ; we have slain the

divine Hector, to whom the Trojans throughout the city prayed
as to a god/

3 From these passages it is evident that the psean

1
oi/5 Qira 'A^tX^a Kivtiperai atXiva

STTTTOT' 07 Hairjov dKO&r]/. v, 77. Hymn. Apoll. 20.

2 Iliad I. 473.
3 Iliad XXII. 391-
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was sung by several persons, one of whom probably led the

others (iapya>v
')>

and that the singers of the paean either sat

together at table (which was still customary at Athens in Plato's

time), or moved onwards in a body. Of the latter mode of

singing a paean the hymn to the Pythian Apollo furnishes an

example, where the Cretans, who have been called by the god as

priests of his sanctuary at Pytho, and have happily performed a

miraculous voyage from their own island after the sacrificial

feast which they celebrate on the shores of Crissa, afterwards

ascend to Pytho, in the narrow valley of Parnassus. 'Apollo
leads them, holding his harp (<o^ay) in his hand, playing

beautifully, with a noble and lofty step. The Cretans follow

him in a measured pace, and sing, after the Cretan fashion, an

lepaeau, which sweet song the muse had placed in their breasts/ l

From this paean, which was sung by a moving body of persons,

arose the use of the paean (iraitaviZftv) in war, before the attack

on the enemy, which seems to have prevailed chiefly among the

Doric nations, and does not occur in Homer.

If it was our purpose to seek merely probable conclusions, or

if the nature of the present work admitted a detailed investiga-

tion, in which we might collect and combine a variety of minute

particles of evidence, we could perhaps show that many of the

later descriptions of hymns belonging to the separate worships
of Artemis, Demeter, Dionysus, and other gods, originated in

the earliest period of Greek literature. As, however, it seems ad-

visable in this work to avoid merely conjectural inquiries, we
will proceed to follow up the traces which occur in the Homeric

poems, and to postpone the other matters until we come to the

history of lyric poetry.

5. Not only the common and public worship of the gods,
but also those events of private life which strongly excited the

feelings, called forth the gift of poetry. The lamentation for the

dead, which was chiefly sung by women with vehement expres-
sions of grief, had, at the time described by Homer, already
been so far systematized, that singers by profession stood near the

bed where the body was laid out, and began the lament ;
and

while they sang it, the women accompanied them with cries and

1 Horn. Hymn. Apoll. 514.
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groans.
1 These singers of the threnos were at the burial of

Achilles represented by the Muses themselves, who sang the

lament, while the sisters of Thetis, the Nereids, uttered the same

cries of grief.
2

Opposed to the threnos is the Hymenaeos, the joyful and

merry bridal song, of which there are descriptions by Homer 3

iu the account of the designs on the shield of Achilles, and by
Hesiod in that of the shield of Hercules. 4 Homer speaks of a

city, represented as the seat of bridal rejoicing, in which the

bride is led from the virgin's apartment through the streets by
the light of torches. A loud hymenseos arises : young men
dauce around

; while flutes and harps (^op/utyyec) resound. The

passage of Hesiod gives a more finished and indeed a well-

grouped picture, if the parts of it are properly distinguished,

which does not appear to have been hitherto done with suf-

ficient exactness. According to this passage, the scene is laid

in a fortified city, in which men can abandon themselves with-

out fear to pleasure and rejoicing :

' Some bear the bride to

the husband on the well-formed chariot ;
while a loud hymenseos

arises. Burning torches, carried by boys, cast from afar their

light : the damsels (viz., those who raise the hymenseos) move
forwards beaming with beauty. Both

(i.
e. both the youths

who accompany the car and the damsels) are followed by joyful

choruses. The one chorus, consisting of youths (who accom-

panied the car), sings to the clear sound of the pipe (avpiyty
with tender mouths, and causes the echoes to resound : the

other, composed of damsels (forming the hymenseos, properly
so called), dance to the notes of the harp (fyopf-uyQ).'

In this

passage of Hesiod we have also the first description of a comos,

by which word the Greeks designate the last part of a feast or

any other banquet which is enlivened and prolonged with music,

singing, and other amusements, until the order of the table is

completely deranged, and the half-intoxicated guests go in

irregular bodies through the town, often to the doors of beloved

damsels :

' On another side again comes, accompanied by flutes,

1 doiSol Qprjvwv ^apxot. Iliad XXFV. 720 722.
1

Odyssey XXIV. 5961. 3 Iliad XVIII. 492495.
4 Scut. 274 280.
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a joyous band (*(u/toc) of youths, some amusing themselves \vitli

the song and the dance, others with laughter. Each of these

youths moves onwards, attended by a player on the flute (pre-

cisely as may be seen so often represented on vases of a much

later age, belonging to southern Italy). The whole city is

filled with joy, and dancing, and festivity/
1 The circumstances

connected with the comos afforded (as we shall hereafter point

out) many opportunities for the productions of the lyric muse,

both of a lofty and serious and of a comic and erotic description.

6. Although in the above description, and in other passages

of the ancient epic poets, choruses are frequently mentioned,

yet we are not to suppose that the choruses of this early period

were like those which sang the odes of Pindar and the choral

songs of the tragedians, and accompanied them with dancing
and appropriate action. Originally the chorus had chiefly to

do with dancing : the most ancient sense of the word chorus is

a placefor dancing : hence in the Iliad and Odyssey expressions

occur, such as levelling the chorus (\tiaivttv ^opov], that is,

making the place ready for dancing ; going to the chorus

(yopovSt spxeffOal), &c. : hence the choruses and dwellings of

the gods are mentioned together ; and cities which had spacious

squares are said to have wide choruses (eupu^opot). To these

choruses young persons of both sexes, the daughters as well as the

sons of the princes and nobles, are represented in Homer as going:
at these the Trojan and Phaeacian princes are described as being

present in newly-washed garments and in well-made armour.

There were also, at least in Crete, choruses in which young men
and women danced together in rows, holding one another by
the hands :

2 a custom which was in later times unknown among
the lonians and Athenians, but which was retained among the

Dorians of Crete and Sparta, as well as in Arcadia. The

arrangement of a chorus of this description is as follows : a

citharist sits in the midst of the dancers, who surround him in

a circle, and plays on the phorminx, a kind of cithara : in the

place of which (according to the Homeric hymn to Hermes)
another stringed instrument, the lyre, which differed in some

respects, was sometimes used ; whereas the flute, a foreign,

1 Scut. 781185. * Iliad XVIII. 593.



ORIGIN AND CHARACTER OF THE CHORUS. 3 1

originally Phrygian, instrument, never in these early times was

used at the chorus, but only at the comos, with whose boiste-

rous and unrestrained character its tones were more in harmony.
This citharist also accompanies the sound of his instrument

with songs, which appear to have scarcely differed from such as

were sung by individual minstrels, without the presence of a

chorus ; as, for example, Demodocus, in the palace of the

Phoeacian king, sings the loves of Ares and Aphrodite during
the dances of the youths.

1 Hence he is said to begin the song
and the dance.2 The other persons, who form the chorus, take

no part in this song ; except so far as they allow their move-

ments to be guided by it : an accompaniment of the voice by
the dancers, such as has been already remarked with respect to

the singers of the paean, does not occur among the chorus-

dancers of these early times : and Ulysses, in looking at the

Phseacian youths who form the chorus to the song of Demo-

docus, admires not the sweetness of their voices, or the excel-

lence of their singing, but the rapid motions of their feet.
3 At

the same time, the reader must guard against a misapprehen-
sion of the terms /ULO\TTY)

and peXirtaOai, which, although they
are sometimes applied to persons dancing, as to the chorus of

Artemis,
4 and to Artemis herself,

5
nevertheless are not always

connected with singing, but express any measured and graceful

movement of the body, as for instance even a game at ball.
6

When, however, the Muses are described as singing in a chorus,
7

they are to be considered only as standing in a circle, with

Apollo in the centre as citharist, but not as also dancing : in

the prooemium to the TJieogony of Hesiod, they are described

as first dancing in chorus on the top of Helicon, and afterwards

as moving through the dark, and singing the race of the im-

mortal gods.

1
Odyssey VIII. 266. 2

-tjyovfievos 6p-x.-rj6iJ.olo. Od. XXIII. 134, compare 144.
3

fiapfj-apvyai iroduv. Odyssey VIII. 265.
4 Iliad XVI. 182. s Hymn. Pyth. Apoll. 19.

6
avrap twel crlrov rdp<f>0v 8/J.ua.i re Kal O.VTT),

ff<palpri TaL T' dp' l-traifov dirb Kp~fi8e/J.va jSaXovcrai.

rfjffi 5 NawiKaa XevtcdXevos ijpxtTO yuo\7r^?. Odyssey VI. 101.

Compare Iliad XVIII. 604 : 5otw 8t Kv^iffrijT^pe KO.T avrobs

fid\ir?js tdpxovTcs tdivcvov Kara
7 Hesiod. Scut. 201 205.
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In the dances of the choruses there appears, from the de-

scriptions of the earliest poets, to have been much variety and

art, as in the choral dance which Vulcan represented on the

shield of Achilles c

1 ' At one time the youths and maidens

dance around nimbly, with measured steps, as when a potter

tries his wheel whether it will run ; at another, they dance ia

rows opposite to one another (a dance in a ring alternately with

one in rows). Within this chorus sits a singer with the phor-

minx, and two tumblers
(jcu/Sto-rjjTJjpE,

the name being derived,

from the violent motions of the body practised by them) turn

about in the middle, in accordance with the song/ In a chorus

celebrated by the gods, as described in one of the Homeric

hymns,
2
this latter part is performed by Ares and Hermes, who

gesticulate (traitovoi) in the middle of a chorus formed by ten

goddesses as dancers, while Apollo plays on the cithara, and

the Muses stand around and sing. It cannot be doubted that

these KvfBiaTTjTiiptg, or tumblers (who occurred chiefly in Crete,

where a lively, and even wild and enthusiastic style of dancing
had prevailed from early times), in some measure regulated

their gestures and motions according to the subject of the song
to which they danced, and that a choral dance of this kind was,

in fact, a variety of hyporcheme (u7rop^?/ua), as a species of

choral dances and songs was called, in which the action de-

scribed by the song was at the same time represented with

mimic gestures by certain individuals who came forward from

the chorus. This description of choral dances always, in later

times, occurs in connexion with the worship of Apollo, which

prevailed to a great extent in Crete ; in Delos likewise, the

birth-place of Apollo, there were several dances of this descrip-

tion, one of which represented the wanderings of Latona before

the birth of that god. This circumstance appears to be referred

to in a passage of the ancient Homeric hymn to the Delian

Apollo,
3 where the Delian damsels in the service of Apollo are

described as first celebrating the gods and heroes, and after-

wards singing a peculiar kind of hymn, which pleases the

1 Iliad XVIII. 591 606. Compare Odyssey TV. 17 19. It is doubtful

whether the latter part of the description in the Iliad has not been improperly
introduced into the text from the passage in the Odyssey. Editor.

Hymn, Horn, ad Apoll. Pyth. 10 26. v. 161 164.
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assembled multitude, and which consists in the imitation of the

voices and languages of various nations, and in the production
of certain sounds by some instruments like the Spanish castanets

(icptp{3u\ia<TTvs}, according to the manner of the different

nations, so that every one might imagine that he heard his own
voice for what is more natural than to suppose that this was a

mimic and orchestic representation of the wandering Latona,
and all the islands and countries, in which she attempted in

vain to find a refuge, until she at length reached the hospitable

Delos ?

7. Having now in this manner derived from the earliest

records a distinct notion of the kinds of poetry, and its various

accompaniments, which existed in Greece before the Homeric

time, with the exception of epic poetry, it will be easier for us

to select from the confused mass of statements respecting the

early composers of hymns which are contained in later writers,

that which is most consonant to the character of remote an.

tiquity. The best accounts of these early bards were those

which had been preserved at the temples, at the places where

hymns were sung under their names : hence it appears that

most of these names are in constant connexion with the

worship of peculiar deities ; and it will thus be easy to dis.

tribute them into certain classes, formed by the resemblance of

their character and their reference to the same worship.

T. Singers, who belong to the worship of Apollo in Delphi,

Delos, and Crete. Among these is Olen, according to the

legend, a Lycian or Hyperborean, that is to say, sprung from a

country where Apollo loved to dwell. Many ancient hymns,
attributed to him, were preserved at Delos, which are mentioned

by Herodotus,
1 and which contained remarkable mythological

traditions and significant appellatives of the gods ; also names,

that is, simple and antique songs, combined with certain fixed

tunes, and fitted to be sung for the circular dance of a chorus.

The Delphian poetess Boeo called him the first prophet of

Phoebus, and the first who, in early times, founded the style of

singing in epic metre (kirtuv aotSa) .

2 Another of these bards is

Philammon, whose name was celebrated at Parnassus, in the

1 IV. 35.
3 Pausan. X. 5, 8.

VOL. I. D
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territory of Delphi. To him was referred the formation of

Delphian choruses of virgins, which sung the birth of Latona

and of her children. It is plain, from what has been already

observed, that so far as these songs really originated in the

ancient mythical period, they were intended to be sung, not by

a dancing chorus, but by an individual to the choral dance.

Lastly, Chrysothemis, a Cretan, who is said to have sung the

first chorus to the Pythian Apollo, clothed in the solemn dress

of ceremony, which the citharodi in later times wore at the

Pythian games.
II. Singers in connexion with the cognate worships of Demeter

and Dionysus. Among these were the Eumolpids in Eleusis of

Attica a race which, from early times, took part in the

worship of Demeter, and in the historical age exercised the

chief sacerdotal function connected with it, the office of Hiero-

phant. These Eumolpids evidently derived their name of

' beautiful singers
' from their character (from tv piX-maSai),

and their original employment was the singing of sacred hymns ;

it will be afterwards shown that this function agrees well with

the fact, that their progenitor, the original Eumolpus, is called

a Thracian. Also another Attic house, the Lycomids (which

likewise had in later times a part in the Eleusinian worship ol

Demeter), were in the habit of singing hymns, and, moreover,

hymns ascribed to Orpheus, Musseus, and Pamphus. Of thf

songs which were attributed to Pamphus we may form a genera

idea, by remembering that he is said to have first sung .the

strain of lamentation at the tomb of Linus. The name 01

Musaeus (which in fact only signified a singer inspired by the

Muses) is in Attica generally connected with songs for th<

initiations of Demeter. Among the numerous works ascribec

to him, a hymn to Demeter is alone considered by Pausauiaf

as genuine;
1 but however obscure may be the circumstance

belonging to this name, thus much at least is clear, that music

and poetry were combined at an early period with this worship
Musaeus is in tradition commonly called a Thracian ; he is als<

reckoned as one of the race of Eumolpids, and stated to be th<

disciple of Orpheus. The Thracian singer, Orpheus, is unques

1 I.
, 7. Compare IV. i, 5.
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tionably the darkest point in the entire history of the early
Grecian poetry, on account of the scantiness of the accounts

respecting him, which have been preserved in the more ancient

writers the lyric poets, Ibycus
1 and Pindar,

2 the historians

Hellanicus
3 and Pherecydes,

4 and the Athenian tragedians, con-

taining the first express testimonies of his name. This defi-

ciency is ill supplied by the multitude of marvellous stories

concerning him, which occur in later writers, and by the poem
and poetical fragments which are extant under the name of

Orpheus. These spurious productions of later times will be

treated in that part of our history to which they may with the

greatest probability be referred : here we will only state our

opinion that the name of Orpheus, and the legends respecting

him, are intimately connected with the idea and the worship of

a Dionysus dwelling in the infernal regions (Zaypyr), and that

the foundation of this worship (which was connected with the

Eleusinian mysteries), together with the composition of Hymns
and songs for its initiations (rcXsrat), was the earliest function

ascribed to him. Nevertheless, under the influence of various

causes, the fame of Orpheus grew so much, that he was con-

sidered as the first minstrel of the heroic age, was made the

companion of the Argonauts,
5 and the marvels which music and

poetry wrought on a rude and simple generation were chiefly

described under his name.

III. Singers and musicians, who belonged to the Phrygian

worship of the great mother of the gods, of the Corybantes, and

other similar beings. The Phrygians, allied indeed to the

Greeks, yet a separate and distinct nation, differed from their

neighbours in their strong disposition to an orgiastic worship
that is, a worship which was connected with a tumult and ex-

citement produced by loud music and violent bodily movements,
such as occurred in Greece at the Bacchanalian rejoicings ;

1
Ibycus in Priscian, VI. 18, 92, torn. I. p. 283, ed. Krehl.( Pragm. 22, ed.

Schneidewin), who calls him 6vofj.aK\vTo^ 'Opffii. Ibycus flourished 560 40, B.C.

Pyth. IV. 3, 5.
3 Hellanicus in Proclus on Hesiod's Works and Days, 631 (Fragm. 75, ed. Sturz),

and in Proclus irepl'0fj.ripov in Gaisford's ffephcestion, p. 466 (Fragm. 145, ed.

Sturz).
4
Pherecydes in Schol. Apollon. I. 23 (Fragm. 18, ed. Sturz).

8
Pindar, Pyth. IV. 315.

D 2
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where, however, it never, as in Phrygia, gave its character to

every variety of divine worship. With this worship was con-

nected the development of a peculiar kind of music, especially

on the flute, which instrument was always considered in Greece

to possess a stimulating and passion-stirring force. This, in

the Phrygian tradition, was ascribed to the demi-god Marsyas,

who is known as the inventor of the flute, and the unsuccessful

opponent of Apollo, to his disciple Olympus, and, lastly, to

Hyagnis, to whom also, the composition of nomes to the Phry-

gian gods in a native melody was attributed. A branch of

this worship, and of the style of music and dancing belonging

to it, spread at an early date to Crete, the earliest inhabitants

of which island appear to have been allied to the Phrygians.

8. By far the most remarkable circumstance in these

accounts of the earliest minstrels of Greece is, that several of

them (especially from the second of the three classes just de-

scribed) are called Thracians. It is utterly inconceivable that,

in the later historic times, when the Thracians were contemned

as a barbarian race,
1 a notion should have sprung up, that the

first civilisation of Greece was due to them ; consequently we

cannot doubt that this was a tradition handed down from a very

early period. Now, if we are to understand it to mean that

Eumolpus, Orpheus, Musseus, and Thamyris, were the fellow-

countrymen of those Edonians, Odrysians, and Odomantians,
who in the historical age occupied the Thracian territory, and

who spoke a barbarian language, that is, one unintelligible to

the Greeks, we must despair of being able to comprehend these

accounts of the ancient Thracian minstrels, and of assigning
them a place in the history of Grecian civilisation ;

since it is

manifest that at this early period, when there was scarcely any
intercourse between different nations, or knowledge of foreign

tongues, poets who sang in an unintelligible language could not

have had more influence on the mental development of the

people than the twittering of birds. Nothing but the dumb

language of mimicry and dancing, and musical strains indepen-
dent of articulate speech, can at such a period pass from nation

to nation, as, for example, the Phrygian music passed over tc

1
See, for example, Thucyd. VII. 29.
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Greece ;
whereas the Thracian minstrels are constantly repre-

sented as the fathers of poetry, which of course is necessarily
combined with language. When we come to trace more pre-

cisely the country of these Thracian bards, we find that the

traditions refer to Pieria, the district to the east of the

Olympus range, to the north of Thessaly and the south of

Emathia or Macedonia
;
in Pieria likewise was Leibethra, where

the Muses are said to have sung the lament over the tomb of

Orpheus : the ancient poets, moreover, always make Pieria, not

Thrace, the native place of the Muses, which last Homer clearly

distinguishes from Pieria.
1

It was not until the Pierians were

pressed in their own territory by the early Macedonian princes

that some of them crossed the Strymon into Thrace Proper,
where Herodotus mentions the castles of the Pierians at

the expedition of Xerxes.2
It is, however, quite conceivable,

that in early times, either on account of their close vicinity, or

because all the north was comprehended under one name, the

Pierians might, in Southern Greece, have been called Thracians.

These Pierians, from the intellectual relations which they main-

tained with the Greeks, appear to be a Grecian race ;
which

supposition is also confirmed by the Greek names of their

places, rivers, fountains, &c., although it is probable that,

situated on the limits of the Greek nation, they may have

borrowed largely from neighbouring tribes.
3 A branch of the

Phrygian nation, so devoted to an enthusiastic worship, once

dwelt close to Pieria, at the foot of Mount Bermius, where

King Midas was said to have taken the drunken Silenus in his

rose-gardens. In the whole of this region a wild and enthusiastic

worship of Bacchus was diffused among both men and women.

It may be easily conceived that the excitement which the mind

thus received contributed to prepare it for poetical enthusiasm.

These same Thracians or Pierians lived, up to the time of the

Doric and ^Eolic migrations, in certain districts of Breotia and

Phocis. That they had dwelt about the Boeotian mountain of

Helicon, in the district of Thespiae and Ascra, was evident to

the ancient historians, as well from the traditions of the cities

1 Iliad XIV. 226. VII. 112.

3 See Midler's Dorians, vol. I. p. 472, 488, joi.
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as from the agreement of many names of places in the country
near Olympus (Leibethriou, Pirupleis, Helicon, &c.). At the

foot of Parnassus, however, in Phocis, was said to have been

situated the city of Daulis, the seat of the Thracian king

Tereus, who is known by his connexion with the Athenian king

Pandiou, and by the fable of the metamorphosis of his wife

Procne into a nightingale. The story (which occurs under

other forms in several parts of Greece) is one of those simple

fables which, among the early inhabitants of Greece easily grew
from a contemplation of the phenomena of Nature and the

still life of animals : the nightingale, with her sad nocturnal

song, seemed to them to lament a lost child, whose name Itys,

or Itylus, they imagined that they could hear in her notes ; the

reason why the nightingale, when a human being, was supposed
to have dwelt in this district was, that it had the fame of being
the native country of the art of singing, where the Muses
would be most likely to impart their gifts to animals

;
as in

other parts of Greece it was said that the nightingales sang

sweetly over the grave of the ancient minstrel, Orpheus. From
what has been said, it appears sufficiently clear that these

Pierians or Thracians, dwelling about Helicon and Parnassus

in the vicinity of Attica, are chiefly signified when a Thracian

origin is ascribed to the mythical bards of Attica.

9. It is an obvious remark, that with these movements of

the Pieriaus was also connected the extension of the temples of

the Muses in Greece, who alone among the gods are represented

by the ancient poets as presiding over poetry, since Apollo, in

strictness, is only concerned with the music of the cithara.

Homer calls the Muses the Olympian ; in Hesiod, at the begin-

ning of the Theogony, they are called the Heliconian, although,

according to the notion of the Boeotian poet, they were born on

Olympus, and dwelt at a short distance from the highest pinnacle
of this mountain, where Zeus was enthroned ; whence they only
go at times to Helicon, bathe in Hippocrene, and celebrate their

choral dances around the altar of Zeus on the top of the moun-
tain. Now, when it is borne in mind that the same mountain
on which the worship of the Muses originally nourished was

1
Apollodonis, L 3. 3.
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also represented in the earliest Greek poetry as the common
abode of the Gods ; in which, whatever country they might singly

prefer, they jointly assembled about the throne of the chief god,
it seems highly probable that it was the poets of this region, the

ancient Pierian minstrels, whose imagination had created this

council of the gods and had distributed and arranged its parts.

Those things which the epic poetry of Homer must have derived

from earlier compositions (such as the first notions conceming
the structure of the world, the dominions of the Olympian gods
and the Titans, the established epithets Avhich are applied to the

gods, without reference to the peculiar circumstances tinder

which they appear, and which often disagree with the rest of the

epic mythology) probably must, in great measure, be referred to

these Pierian bards. Moreover, their poetry was doubtless not

concerned merely with the gods, but contained the first germs of

the epic or heroic style ; more especially should Thamyris, who
in Homer is called a Thracian,

1 and in other writers a son of

Philammon (by which the neighbourhood of Daulis is desig-

nated as his abode), be considered as an epic poet, although
some hymns were ascribed to him : for in the account of Homer,
that Thamyris, while going from one prince to another, and

having just returned from Eurytus of Oechalia, was deprived

both of his eyesight and of his power of singing and playing on

the cithara by the Muses, with whom he had undertaken to

contend,
1

it is much more natural to understand a poet, such as

Phemius and Demodocus, who entertained kings and nobles at

meals by the narration of heroic adventures, than a singer

devoted to the pious service of the gods and the celebration of

their praises in hymns.
These remarks naturally lead us to the consideration of the

epic style of poetry, of which we shall at once proceed to treat.

1 Iliad II. 594 600.
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CHAPTER IV.

ORIGIN OF THE EPIC POETKY.

i. Social position of the minstrels or poets in the heroic age. 2. Epic poems

sung at the feasts of princes and nobles, and at public festivals. 3. Manner

of reciting epic poems ; explanation of rhapsodists and rhapsodising. 4 . Me-

trical form, and poetical character of the epic poetry. 5. Perpetuation of the

early epic poems by memory and not by writing. 6. Subjects and extent of

the ante-Homeric epic poetry.

I. TT is our intention in this chapter to trace the Greek Poetry,
JL as far as we have the means of following its steps, on its

migration from the lonely valleys of Olympus and Helicon to

all the nations which ruled over Greece in the heroic age, and

from the sacred groves of the gods to the banquets of the

numerous princes who then reigned in the different states of

Greece. At the same time we propose, as far as the nature of

our information permits, to investigate the gradual development
of the heroic or epic style of poetry, until it reached the high
station which it occupies in the poems of Homer.

In this inquiry the Homeric poems themselves will form the

chief sources of information; since to them we are especially

indebted for a clear, and, in the main, doubtless, a correct

picture of the age which we term the heroic. The most im-

portant feature in this picture is, that among the three classes

of nobles,
1 common freemen,

2 and serfs,
3 the first alone enjoyed

consideration both in war and peace ; they alone performed

exploits in battle, whilst the people appear to be there only that

these exploits may be performed upon them. In the assembly
of the people, as in the courts of justice, the nobles alone speak,

advise, and decide, whilst the people merely listen to their

ordinances and decisions, in order to regulate their own con-

1 Called fyiffToi, d/)rr^<j, drarret, /3a<7i\i}, jt^Sojres, and many other names.

Sijfjtot (both as a collective and a singular name),
1

5/ii'f J.
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duct accordingly ; being suffered, indeed, to follow the natural

impulse of evincing, to a certain extent, their approbation or

disapprobation of their superiors, but still without any legal

means of giving validity to their opinion.

Yet amidst this nobility, distinguished by its warlike prowess,
its great landed possessions and numerous slaves, various

persons and classes found the means of attaining respect and

station by means of intellectual influence, knowledge, and acquire-

ments, viz., priests, who were honoured by the people as gods j

1

seers, who announced the destinies of nations and men, some-

times in accordance with superstitious notions, but not un-

frequently with a deep foresight of an eternal and superintend-

ing Providence ; heralds, who by their manifold knowledge and

readiness of address were the mediators in all intercourse be-

tween persons of d inherent states ; artisans, who were invited

from one country to another, so much were their rare qualifica-

tions in request ;

2

and, lastly, minstrels, or bards ; who, although

possessing less influence and authority than the priests, and

placed on a level with the travelling artisans, still, as servants

of the Muses,
3
dedicated to the pure and innocent worship of

these deities, thought themselves entitled to a peculiar degree
of estimation, as well as a friendly and considerate treatment.

Thus Ulysses, at the massacre of the suitors, respects Phemius

their bard;
4 and we find the same class enjoying a dignified

position in royal families ; as, for instance, the faithful minstrel

to whose protection Agamemnon entrusted his wife during his

expedition against Troy.
5

2. Above all, we find the bards in the heroic age described

by Homer as always holding an important post in every festal

banquet ;
as the Muses in the Olympian palace of Zeus him-

self, who sing to Apollo's accompaniment on the cithara ;

5' <Jr Ti'ero Sri/j-y. Odyss. XIV. 205.
8 Tts yap Srj eivov /caXet &\\o6ev at/rds eirt\6uv

&\\ov y, el uri T&V ol 5ri/j.i6epyoi. taffiv ;

fidvTtv f) iijrrjpa KCLKUIV % T^KTOVO. Sotipuv,

f) teal O^ffiTLv aoidbv, 8 Kev ripvi}iSLv deiduv ;

O$TOI yd.p K\7iTol ye ftporuv eir* diretpova yalav.

Odyssey XVII. 383 et seq.

3 Moi'<7aw ^f/joirotres.
4
Odyss. XXII. 344 : see particularly VIII. 479.

8
Odyss. III. 267.
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amongst the Phseacians, Demodocus, who is represented as pos-

sessing a numerous choice of songs, both of a serious and lively

cast ; Phemius, in the house of Ulysses, whom the twelve suitors

of Penelope had brought with them from their palaces in Ithaca. 1

The song and dance are the chief ornaments of the banquet/
and by the men of that age were reckoned as the highest

pleasure.
3

This connexion of epic poetry with the banquets of

princes had, perhaps, been of considerable duration in Greece.

Even the first sketch of the Iliad and Odyssey may have been

intended to be sung on these occasions, as Demodocus sang the

celebrated poem on the contest between Achilles and Ulysses,
4

or the taking of Troy by means of the wooden horse.
5

It is

clear also that the Homeric poems were intended for the especial

gratification of princes, not of republican communities, for

whom the adage
' The government of many is not good ; let

there be one lord, one king/
6 could not possibly have been

composed : and although Homer flourished some centuries later

than the heroic age, which appeared to him like some distant

and marvellous world, from which the race of man had de-

generated both in bodily strength and courage ; yet the consti-

tutions of the different states had not undergone any essential

alteration, and the royal families, which are celebrated in the

Iliad and Odyssey, still ruled in Greece and the colonies of

Asia Minor. 7 To these the minstrels naturally turned for the

1 Od. XVI. 159.
8
avaOfoara Satrij. 3 Od. XVII. 518.

4 Od. VIII. 74. Od. VIII. 500.
6 Iliad II. 204.

7 The supposed descendants of Hercules ruled in Sparta, and for a long time also

in Messenia and Argos (Miiller's Dorians, book III. chap. 6, . 10) as Bacchiads in

Corinth, as Aleuads in Thessaly. The Pelopids were kings of Achaia until Oxylus,

probably for several centuries, and ruled as Penthilids in Lesbos as well as in Cyme.
The Ndids governed Athens as archons for life until the seventh Olympiad, and tht

cities of the lonians as kings for several generations (at Miletus, for example, tht

succession was Nileus, Phobius, Phrygius). Besides these the descendants of tb<

Lycian hero (.Haucus ruled in Ionia : Herod. I. 147 a circumstance which doubtleSf

influenced the poet in assigning so important a part to the Lycians in the Trojai

war, and in celebrating Glaucus (Iliad VI.). The JSacids ruled over the Molos

elans, the ^Eneadt over the remnant of the Teucrians, which maintained itself a

Gergis, in the range of Ida and in the neighbourhood. (Classical Journal, vol

XXVI. p. 308, teq.) In Arcadia kings of the raceof jfipytu* (Iliad II. 604) reign*

till about Olympiad 30. Pausan. VIII. 5. Eaeotia was, in Hesiod's time, govern*

by kings with extensive powers; and Amphidamat of Chaicis, at whose funera
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purpose of making them acquainted with the renown of their

forefathers, and whilst the pride of these descendants of heroes

was flattered, and the highest enjoyment secured to them, poetry
became the instrument of the most various instruction, and was

adapted exclusively for the nobles of that age ; so that Hesiod

rightly esteems the power of deciding law-suits with justice,

and influencing a popular assembly, as a gift of the Muses, and

especially of Calliope, to kings.
1

But even before Homer's time heroic poetry was not only

employed to give an additional zest to the banquets of princes,

but for other purposes to which, in the later republican age, it

was almost exclusively applied, viz., the contests of poets at

public festivals and games. A contest of this nature is alluded

to in the Homeric description of the Thracian bard Thamyris,

who, on his road from Eurytus, the powerful ruler of CEchalia,

was struck blind at Dorium by the Muses, and deprived of his

entire art, because he had boasted of his ability to contend even

with the Muses.2 The Boeotian minstrel of the Works and

Days gives an account of his own voyage to the games at

Chalcis, which the sons of Amphidamas had celebrated at the

funeral of their father ; and says, that among the prizes which

were there held out, he carried off a tripod, and consecrated it

to the Muses on Mount Helicon. 3 Later authors converted

this into a contest between Hesiod and Homer. Finally, the

author of the Delian Hymn to Apollo, which stands the first

amongst those attributed to Homer, entreats the Delian virgins

(who were themselves well versed in the song, and probably

obeyed him with pleasure), that when a stranger should inquire

what bard had pleased them most, they would answer the blind

man of Chios, whose poetry everywhere held the first rank.

It is beyond doubt that at the festivals, with which the lonians

games the Ascrsean bard was victorious ("Epya, v. 652), was probably a king in

Euboea (see Proclus, r^os'H<ri68oy, and the 'Ayuv) ; although Plutarch (Conviv.

tept. sap. c. 10) only calls him an at>T)p iro\e/juK6s. The Homeric epigram, 13, in

the Life of Homer, c. 31, calls the ytpapol /3a<7t\i?es ^/ievot dv ayopfj, the ornament

of the market-place ;
the later recension of the same epigram in 'Hcn68ov raTO/t^P**

&yuv mentions instead the Xa6s eli> dyopyo-i. Kaffrffjievos, in a republican sense, the

people having taken the place of kings.
1
Theoyony, v. 84.

8 Iliad II. 594, aej.
3 v. 654, seq., compare above p. 42, note 7.
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celebrated the birth of Apollo at Delos, contests of rhapsodists

were also introduced, just as we find them spread throughout

Greece, at a time when Grecian history assumes a more con-

nected form;
1

and, as may be inferred with respect to the

earlier period, from numerous allusions in the Homeric hymns.

3. The mention of rhapsodists leads us to consider the

circumstance from whence that name is derived, and from which

alone we can collect a clear and lively idea of epic poetry, viz.,

the manner in which these compositions were delivered. Homer

everywhere applies the term aoiSi'i to the delivery of poems,
whilst tTTTj merely denotes the every-day conversation of com-

mon life ; on the other hand, later authors, from Pindar down-

wards, use the term TT?J frequently to designate poetry, and

especially epic, in contradistinction to lyric. Indeed, in that

primitive and simple age, a great deal passed under the name
of 'AoiSfi, or song, which in later times would not have been

considered as such ; for instance, any high-pitched sonorous

recitation, with certain simple modulations of the voice.

The Homeric minstrel makes use of a stringed instrument,

which is called a cithara, or, more precisely, phorminx,- an in-

strument by which dances were also accompanied. When the

phorminx was used to lead a dancing-chorus, its music was of

1 Contests of rhapsodists at Sityon, in the time of the tyrant Clisthenes, Herod.
V. 77 ;

at the same time at the PanatheiKea, according to well known accounts ;
in

Syraciue, about Olymp. 69, Schol. Find. Nem. II. i
;
at the Asdepiea in Epidaurus,

Plato, Ion, p. 530; in Attica also, at the festival of the Brauronian Artemis,

Hesych. in Bpavpuviou ; at the festival of the Charites in Orchomenos; that of the

Muses at Thespia, and that of Apollo Ptous at Acrcephia, Boeckh. Corp. Inscript.

Or., Nos. 1583 1587, vol. I. p. 761 770 ;
in Chios, in later times, but doubtless

from ancient custom, Corp. Inscript. Gr. No. 2714, vol. II. p. 201 ;
in Teos, under

the name i3ro/3oXi;j tbToiro56(7ewj, according to Boeckh. Proosm. Lect. Berol. cestiv.

1834. Poems were likewise sometimes rhapsodised in Olympia, Diog. Laert. VIII.
6, 63 ; Diod. XIV. 109. Contests of rhapsodists also suited the festivals of Dionysus,
Athenaeus, VII. p. 775 ; and those of all gods, which it ia right to remark for the

proper comprehension of the Homeric hymns.
That the phorminx and cithara were nearly the same instrument appears not

only from the expression <f>6pntyyi KiOapifav, which often occurs, but from the con-
vene expression, KiOdptt 0op/ttfi/, which is used in the Odyssey :

Kfyvt S1

tv XffMrl" KiOapiv Tepi/cdXXea 0i)Kti>

*JJM*V, 6t p' jeiot Ttpa. ^.v^T^paai dvdyKy.
jrw. 6 <t">pnit<av dwySdXXero Ka\dv dciScu>.Od. I. 1535.
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course continued as long as the dancing lasted ;

l

whilst, at the

recitation of epic poetry, it was only employed in the intro-

duction (ava(3o\i'i), and merely served to give the voice the

necessary pitch.
2 A simple accompaniment of this descrip-

tion is very well adapted to the delivery of epic poetry ; and in

the present day the heroic lays of the Servians, which have

most faithfully retained their original character, are delivered in

an elevated tone of voice by wandering minstrels, after a few

introductory notes, for which the gurla, a stringed instrument

of the simplest construction, is employed. That a musical

instrument of this nature was not necessary for the recital of

epic poetry is proved by the fact, that Hesiod did not make use

of the cithara, and on that account is said to have been excluded

from the musical contests at Delphi, where this instrument was

held in the highest estimation, as the favourite of Apollo himself.

On the other hand, the poets of this Boeotian school merely
carried a laurel staff,

3
as a token of the dignity bestowed by

Apollo and the Muses, as the sceptre was the badge of judges
and heralds.

In later times, as music was more highly cultivated, the

delivery of the two species of poetry became more clearly

defined. The rhapsodists, or chaunters of epic poetry, are

distinguished from the citharodi, or singers to the cithara.
4

The expression pa^ySoq, pa'fiuStiv, signifies nothing more than

the peculiar method ofepic recitation; and it is an error which has

1
See, for example, Od, IV. 17 :--

(jLera. M a<j>w e/j.t\ire

tf>op/j.ifav Sow 5t KvpiffTijTrjpf /car' atrofa

fjiO\irTJ$ ti-dpxovres tSlvevov /card pfoffovs.
2 Hence the expression, (popplfav dvef}d\\er' delSeiv, Od. I. 155; VIII. 266;

XVII. 262
; Hymn to Hermes, v. 426.

Tripfer' dfipoXdSrjv, tpari) St ol tairtro

On d/j.po\&, in the sense ofprelude, see Pindar, Pyth. I. 7 ; compare Aristoph. Pac.

830 ; Tlieocrit. VI. 20. I pass over the testimonies of the grammarians.
3
pdjSdos, afoaKos, also called cncrjirTpov. See Hesiod, Theogon. 30 ; Pindar, Isthm.

III. 55 ; where, according to Dissen, pdftSos, as the symbolical sign of the poetical

office, is also ascribed to Homer, Pausan. IX. 30 ;
X. 7 ; Gotling ad ffcsiod. p. 13.

4
See, for example, Plato, Leg. II. p. 658, and the inscriptions quoted above,

p. 44, note i.
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been the occasion of much perplexity in researches respecting

Homer, and which has moreover found its way into ordinary

language, to endeavour to found upon this word conclusions with

respect to the composition and connexion of the epic lays, and to

infer from it that they consisted of scattered fragments subse-

quently joined together. The term rhapsodising applies equally

well to the bard who recites his own poem (as to Homer, as the

poet of the Iliad and Odyssey
1

), and to the declaimer who recites

anew the song that has been heard a thousand times before.

Every poem can be rhapsodised which is composed in an epic

tone, and in which the verses are of equal length, without

being distributed into corresponding parts of a larger whole,

strophes, or similar systems. Thus we find this term applied

to philosophical songs of purification by Empedocles (jcadap/ioi),

and to iambics by Archilochus and Simonides, which were strung

together in the manner of hexameters;
2

it was, indeed, only

lyric poetry, like Pindar's odes, which could not be rhapsodised.

Rhapsodists were also not improperly called ffrt^wSot,
3 because

all the poems which they recited were composed in single lines

independent of each other
(ari-^oi).

This also is evidently the

meaning of the name rhapsodist, which, according to the laws

of the language, as well as the best authorities,
4

ought to be

derived from pawmv aoiSriv, and denotes the coupling together
of verses without any considerable divisions or pauses in other

words, the even, unbroken, and continuous flow of the epic

poem. As the ancients in general show great steadiness and

consistency, both in art and literature, and adhered, without

any feeling of satiety or craving after novelty, to those models

and styles of composition, which had been once recognised as

the most perfect ; so epic poems, amongst the Greeks, continued

to be rhapsodised for upwards of a thousand years. It is true,

1 Homer, a^w8et Ttpuur, the Iliad and Odyitey, according to Plato, Rep. X. p.

600 D. Concerning Hesiod as arhapuodist, Nicocles ap. SchoL Pindar., Kern. II. i.

1 See Athenseus, XIV. p. 670 C. Compare Plato, 1m, p. 531.
'Menaechmus in Schol. Find., A>m. II. i.

4 The Horaerida are called by Pindar, Am. II. i, f>arruf iv^uv doiSol, that is, far-

minum pcrpetua oratione rtcitatorum, Dissen, ed. min. p. 371. In the scholia to

thu passage a vene it cited under the name of Heaiod, in which he ascribes the

frdrrtu' dcxSJjr to himself and Homer, and, moreover, in reference to a hymn, not

an epic poem confuting of several parts.
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indeed, that at a later period the Homeric poems, like those of

Hesiod, were connected with a musical accompaniment,
1 and it

is said that even Terpander the Lesbian adapted the hexameters

of Homer, as well as his own, to tunes made according to

certain fixed nomes or styles of music, and to have thus sung
them at the contests,

2 and that Stesander the Samian appeared

at the Pythian games as the first who sung the Homeric poems
to the cithara.

3 This assimilation between the delivery of epic

and lyric poetry was however very far from being generally

adopted throughout Greece, as the epic recitation or rhapsodia

is always clearly distinguished from the poems sung to the

cithara at the musical contests; and how great an effect an

exhibition of this kind, delivered in a dress of solemn ceremony,
4

with suitable tones and expression,
5

produced upon the listeners,

and how much it excited their sympathy, is most plainly de-

scribed by Ion, the Ephesian rhapsodist, whom Plato, in one of

his lesser Dialogues, has brought forward as a butt for the

irony of Socrates.

4. The form which epic poetry preserved for more than a

thousand years among the Greeks agrees remarkably well with

this composed and even style of chaunting recitation which we

have just described. Indeed, the ancient minstrels of the

Homeric and ante-Homeric age had probably no choice, since

for a long period the hexameter verse was the only regular and

cultivated form of poetry, and even in the time of Terpander

(about Olymp. 30) was still almost exclusively used for lyric

poetry; although we are not on that account to suppose, that

all popular songs, hymeneals, dirges, and ditties (such as those

which Homer represents Calypso and Circe as singing at the

1
Athenseus, XIV. p. 620 B, after Chamseleon. But the argument of Athenaeus,

ib. p. 632 D. "0/J.ripov fjLefJLf\oiroit]K^vai ira<ra.i> eavrov TTJV Toiijffiv rests on erroneous

hypotheses.
8 Plutarch de Musicd, 3.

3 Athen. XIV. p. 638. A.
4
Plato, Ion p. 530. The sumptuous dress of the rhapsodist Magnes of Smyrna,

in the time of Gyges, is described by Nicolaus Damasc. Pragm. p. 268, ed. Tauch-

nitz. In later times, when the Homeric poetry was delivered in a more dramatic

style (vireKpivtro Spa./j.a.TiKi!jTepov), the Iliad was sung by the rhapsodiste in a red,

the Odyssey in a violet, dress, Eustath. ad Iliad A. p. 6, 9, ed. Rom.
3
Plato, Ion p. 535. From this, in later days, a regular dramatic style of acting

(uT6/t/3t(w) for the rhapsodists or Homerists was developed. See Aristot. Poet. 26.

Rhetor. III. i, 8
;
Achill. Tat. II. i.
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loom), were composed in the same rhythm. But the circum-

stance of the dactylic verse, the hexameter, having been the

first and, for a long time, the only metre which was regularly

cultivated in Greece, is an important evidence with respect to

the tone and character of the ancient Grecian poetry, the Ho-

meric and ante-Homeric epic. The character of the different

rhythms, which, among the Greeks, was always in exact accord-

ance writh that of the poetry, consists in the first place in the

relation of the arsis and thesis, of the strong or weak cadence

in other words, of the greater or less exertion of the voice.

Now in the dactyl these two elements are evenly balanced,
1

which therefore belongs to the class of equal rhythms ;" and

hence a regular equipoise, with its natural accompaniment, an

even and steady tone, is the character of the dactylic measure.

This tone is constantly preserved in the epic hexameter; but

there were other dactylic metres, which, by the shortening of

the long element, or the arsis, acquired a different character,

which will be more closely examined when we come to treat of

the jEolian lyric poetry. According to Aristotle,
3 the epic

verse was the most dignified and composed of all measures ;
its

entire form and composition appears indeed peculiarly fitted to

produce this effect. The length of the verse, which consists of

six feet,
4
the break which is obtained by a pause at the end,*

the close connexion of the parts into an entire whole, which

results from the dovetailing of the feet into one another, the

alternation of dactyls with the heavy spondees, all contribute

to give repose and majesty and a lofty solemn tone to the metre,

and render it equally adapted to the pythoness who announces

the decrees of the deity,
6 and to the rhapsodist who recites the

battles and adventures of heroes.

Not only the metre, but the poetical tone and style of the

ancient epic, was fixed and settled in a manner which occurs in

no other kind of poetry in Greece. This uniformity in style is

the first thing that strikes us in comparing the Homeric poems

1 For in l
vv,

* is equal to two times, as well as vv. *
ytvos faov.

1 Poet. 34, r& ipwiK&v rraffifjiiaraLTov ical 6yKuMffra.TOi> TWV ptrpuv l<rr'u>.

4 Hence vertut longi among the Romans. 5
KardX^it.

8 Hence called Pythium mttritm, and stated to be an invention of the prieste*

Phemonoe, Doriant, II. ch. 8, 13.
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ith other remains of the more ancient epic poetry the dif-

ferences between them being apparent only to the careful and
critical observer. It is scarcely possible to account

satisfactorily
for this uniformity this invariableness of character except

upon the supposition of a certain tradition handed down from

generation to generation in families of minstrels, of an here-

ditary poetical school. We recognise in the Homeric poems
many traces of a style of poetry which, sprung originally from

the muse-inspired enthusiasm of the Pierians of Olympus or Heli-

con, was received and improved by the bards of the heroic ages,

and some centuries later arrived at the matured excellence

which is still the object of our admiration, though without

losing all connexion with its first source. We shall not indeed

undertake to defend the genealogies constructed by Pherecydes,

Damastes, and other collectors of legends from all the various

names of primitive poets and minstrels extant in their time

genealogies, in which Homer and Hesiod are derived from

Orpheus, Musaeus, and other Pierian bards;
1 but the funda-

mental notion of these derivations, viz., the connexion of the

epic poets with the early minstrels, receives much confirmation

from the form of the epic poetry itself.

In no other species of poetry besides the epic do we find

generally prevalent certain traditional forms, and an invariable

type, to which every poet, however original and inventive his

genius, submits
;
and it is evident that the getting by heart

of these poems, as well as their extemporaneous effusion on par-

ticular occasions and at the inspiration of the moment, must

have been by these means greatly facilitated. To the same

cause, or to the style which had been consecrated by its origin

and tradition, we attribute the numerous and fixed epithets of

the gods and heroes which are added to their names without

any reference to their actions or the circumstances of the per-

sons who may be described. The great attention paid to ex-

ternal dignity in the appellations which the heroes bestow on

each other, and which, from the elevation of their tone, are in

strange contrast with the reproaches with which they at the

same time load each other the frequently-recurring expres-

1 These genealogies have been most accurately compared and examined with cri-

tical acuteness by Lobeck, in his learned work, Aglaopkamus, vol. I. p. 3, *!

VOL. I. E



50 ORIGIN OF THE EPIC POETRY.

sions, particularly in the description of the ordinary events of

heroic life, their assemblies, sacrifices, banquets, &c. the pro-

verbial expressions and sentences derived from an earlier age,

to which class may be referred most of the verses which belong
in common to Homer and Hesiod and, finally, the uniform

construction of the sentences, and their connexion with each

other, are also attributable to the same origin.

This, too, is another proof of the happy tact and natural

genius of the Greeks of that period ; since no style can be con-

ceived which would be better suited than this to epic narrative

and description. In general, short phrases, consisting of two

or three hexameters, and usually terminating with the end of

a verse ; periods of greater length, occurring chiefly in im-

passioned speeches and elaborate similes ; the phrases carefully

joined and strung together with conjunctions ; the collocation

simple and uniform, without any of the words being torn from

their connexion, and placed in a prominent position by a rhe-

torical artifice ; all this appears the natural language of a mind

which contemplates the actions of heroic life with an energetic

but tranquil feeling, and passes them successively in review with

conscious delight and complacency.

5. The tone and style of epic poetry is also evidently con-

nected with the manner in which these poems were perpetuated.
After the researches of various scholars, especially of "\Vood

and Wolf, no one can doubt that it was universally preserved

by the memory alone, and handed down from one rhapsoclist to

another by oral tradition. The Greeks (who, in poetry, laid

an astonishing stress on the manner of delivery, the observance

of the rhythm, and the proper intonation and inflection of the

voice) always, even in later times, considered it necessary that

persons, who were publicly to deliver poetical compositions,
should previously practise and rehearse their part. The oral

instruction of the chorus was the chief employment of the

lyric and tragic poets, who were hence called chorodidascali.

Amongst the rhapsodists also, to whom the correctness and

grace of delivery was of much importance, this method of tra-

dition was the most natural, and at the same time the only one

possible, at a time in which the art of writing was either not

known at all to the Greeks or used only by a few, and by them
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to a very slight extent. The correctness of this supposition is

proved, in the first place, by the silence of Homer, which has

great weight in matters which he had so frequently occasion to

describe ; but particularly by the '
fatal tokens '

(a/j^toTa Auypa),
commanding the destruction of Bellerophon, which Proetus

sends to lobates : these being clearly a species of symbolical

figures, which must have speedily disappeared from use when

alphabetical writing was once generally introduced.

Besides this we have no credible account of written me-

morials of that period ; and it is distinctly stated that the laws

of Zaleucus (about Olymp. 30) were the first committed to

writing : those of Lycurgus, of earlier date, having been at first

preserved only by oral tradition. Additional confirmation is

afforded by the rarity and worthlessness of any historical data

founded upon written documents, of the period before the com-

mencement of the Olympiads. The same circumstance also

explains the late introduction of prose composition among the

Greeks, viz., during the time of the seven wise men. The

frequent employment of writing for detailed records would of

itself have introduced the use of prose. Another proof is

afforded by the existing inscriptions, very few of which are of

earlier date than the time of Solon ; also by the coins which

were struck in Greece from the reign of Phidon, king of Argos

(about Olymp. 8), and which continued for some time without

any inscription, and only gradually obtained a few letters.

Again, the very shape of the letters may be adduced in evidence,

as in all monuments until about the time of the Persian war,

they exhibit a great uneouthness in their form, and a great

variety of character in different districts ;
so much so, that we

can almost trace their gradual development from the Phoenician

character (which the Greeks adopted as the foundation of their

alphabet) until they obtained at last a true Hellenic stamp.
Even in the time of Herodotus, the term 'Phoenician cha-

racters' 1 was still used for writing. If now we return to

Homer, it will be found that the form of the text itself, parti-

cularly as it appears in the citations of ancient authors,

1
Qowiic/iia. in Herod. V. 58. Likewise in the inscription known by the name of

Dirte Teiorum.

E 2
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disproves the idea of its having been originally committed to &
writing, since we find a great variety of different readings and

discrepancies, which are much more reconcilable with oral than

written tradition. Finally, the language of the Homeric poems

(as it still appears after the numerous revisions of the text), if

considered closely and without prejudice, is of itself a proof

that they were not committed to writing till many centuries

after their composition. We allude more particularly to the

omission of the vau, or (as it is termed) the ^Eolic digamma, a

sound which was pronounced even by Homer strongly or faintly

according to circumstances, but was never admitted by the

lonians into written composition, they having entirely got rid

of this sound before the introduction of writing : and hence it

was not received in the most ancient copies of Homer, which were,

without doubt, made by the lonians. The licence as to the use of

the digamma is, however, only one instance of the freedom which

so strongly characterizes the language of Homer
;
but it could

never have attained that softness and flexibility which render it

so well adapted for versification that variety of longer and

shorter forms which existed together that freedom in con-

tracting and resolving vowels, and of forming the contraction*

into two syllables if the practice of writing had at that time

exercised the power, which it necessarily possesses, of fixing

the forms of a language. Lastly, to return to the point, for

the sake of which we have entered into this explanation, the

poetical style of the ancient epic poems shows the great use it

made of those aids of which poetry, preserved and transmitted

by means of memory alone, will always gladly avail itself.

The Greek epic, like heroic poems of other nations which were

preserved by oral tradition, as well as our own popular songs,
furnishes us with many instances, where, by the mere repetition
of former passages or a few customary flowing phrases, the

mind is allowed an interval of repose, which it gladly makes
use of in order to recal the verses which immediately follow.

These epic expletives have the same convenience as the con-

stantly-recurring burdens of the stanzas in the popular poetry
of other nations, and contribute essentially towards rendering

comprehensible the marvel (which, however, could only be ac-

counted as such in times when the powers of memory have
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been weakened by the use of writing) involved in the compo-
sition and preservation of such poems by the means of memory
alone.

1

6. In this chapter our inquiries have hitherto been directed

to the delivery, form, and character of the ancient epic, as we
must suppose it to have existed before the age of Homer.
With regard, however, to any particular production of this

ante-Homeric poetry, no historical testimony of any is extant,

much less any fragment or account of the subject of the poem.
And yet it is in general quite certain that at the period when
Homer and Ilesiod arose, a large number of songs must have

existed respecting the actions both of gods and heroes. The

compositions of these poets, if taken by themselves, do not

bear the character of a complete and all-sufficient body, but

rest on a broad foundation of other poems, by means of which

their entire scope and application were developed to a contem-

porary audience. In the Theogony, Hesiod only aims at bring-

ing the families of gods and heroes into an unbroken genealo-

gical connexion ; the gods and heroes themselves he always

supposes to be well known. Homer speaks of Achilles, Nestor,

Diomed, even the first time their names are introduced, as per-

sons with whose race, family, preceding history, and actions,

every person was acquainted, and which require to be only

occasionally touched upon so far as may be connected with the

actual subject. Besides this, we find a crowd of secondary

personages, who, as if well known from particular traditions,

are very slightly alluded to ; persons whose existence was

doubtless a matter of notoriety to the poet, and who were in-

teresting from a variety of circumstances, but who are altogether

unknown to us, as they were to the Greeks of later days.

That the Olympian council of the gods, as represented in

Homer, must have been previously arranged by earlier poets,

has been already remarked
;
and poetry of a similar nature to

1 The author has here given a summary of all the arguments which contradict

the opinion that the ancient epics of the Greeks were originally reduced to writing ;

principally because, in the course of the critical examination to which Wolf's in-

quiries have been recently submitted in Germany, this point has been differently

handled by several persons, and it has been again maintained that these poems were

preserved in writing from the beginning.
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one part of Hesiod's Theogony, though in some respects essen-

tially different, must have been composed upon Cronus and

Japetus, the expelled deities languishing in Tartarus.
1

In the heroic age, however, every thing great and distin-

guished must have been celebrated in song, since, according to

Homer's notions, glorious actions or destinies naturally became

the subjects of poetry.
2

Penelope by her virtues, and Clytse-

mnestra by her crimes, became respectively a tender and a dismal

strain for posterity;
3 the enduring opinion of mankind being

identical with the poetry. The existence of epic poems de-

scriptive of the deeds of Hercules, is in particular established

by the peculiarity of the circumstances mentioned in Homer
with respect to this hero, which seem to have been taken singly

from some full and detailed account of his adventures ;

4 nor

would the ship Argo have been distinguished in the Odyssey

by the epithet of '

interesting to all/ had it not been generally

well known through the medium of poetry.
5

Many events,

moreover, of the Trojan war were known to Homer as the

subjects of epic poems, especially those which occurred at a late

period of the siege, as the contest between Achilles and Ulysses,

evidently a real poem, which was not perhaps without influence

upon the Iliad,
6 and the poem of the Wooden Horse.7 Poems

are also mentioned concerning the return of the Achseans,
8 and

the revenge of Orestes.9 And since the newest song, even at

that time, always pleased the audience most,
10 we must picture

to ourselves a flowing stream of various strains, and a revival

of the olden time in song, such as never occurred at any other

period. All the Homeric allusions, however, leave the impres-
sion that these songs, originally intended to enliven a few hours

1 That is to say, it does not, from the intimations given in Homer, seem probable
that he reckoned the deities of the water, as Oceanus and Tethys, and those of the

light, as Hyperion and Theia, among the Titans, as Hesiod does.

See Iliad VI. 358 ; Od. III. 204. Od. XXIV. 197, 200.

See Mliller's Doriant, Appendix V. 14, vol. I. p. 543.
' Od. XII. 70 : 'A/ryu) raffif^Xovffa.
6 The words are very remarkable :

VLova &f aoiSov At^Ktv dtiS^fievcu K\ta Mpuv,
o^M 7?*. TW fbi* Apa K\tos ovpa.vbv ftpvv IKCLVIV,

vtiKot 'Otvoffijot Kai Hii\ti&fu 'AxXiJot. W. VIII. 73, teq.
' Od. VIII. 491.

8 Od. I. 3*6. Od. III. 104.
10 Od. I. 351.
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of a prince's banquet, were confined to the narration of a single

event of small compass, or (to borrow an expression from the

German epopees) to a single adventure, for the connexion of

which they entirely relied upon the general notoriety of the

story and on other existing poems.
Such was the state of poetry in Greece when the genius of

Homer arose.
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CHAPTER V.

HOMER.

r. Opinions on the birthplace and country of Homer. 2. Homer probably a

Smyrnfean : early history of Smyrna. 3. Union of ^Eolian and Ionian cha-

racteristics in Homer. 4. Novelty of Homer's choice of subjects for his two

poems. 5. Subject of the Iliad : the anger of Achilles. 6. Enlargement
of the subject by introducing the events of the entire war. 7. and by

dwelling on the exploits of the Grecian heroes. 8. Change of tone in the

Iliad in its progress. 9. The Catalogue of Ships. 10. The later books,

and the conclusion of the Iliad. 1 1 . Subject of the Odyssey : the return of

Ulysses. 11. Interpolations in the Odyssey. 13. The Odyssey posterior

to the Iliad ; but both poems composed by the same person. 14. Preserva-

tion of the Homeric poems by rhapsodists, and manner of their recitation.

i. 'PHE only accounts which have been preserved respect-
J- ing the life of Homer are a few popular traditions,

together with conjectures of the grammarians founded on infer-

ences from different passages of his poems ; yet even these, if

examined with patience and candour, furnish some materials

for arriving at probable results. With regard to the native

country of Homer, the traditions do not differ so much as

might at first sight appear to be the case. Although seven

cities contended for the honour of having given birth to the great

poet, the claims of many of them were only indirect. Thus the

Athenians only laid claim to Homer, as having been the

founders of Smyrna,
1 and the opinion of Aristarchus, the Alex-

andrine critic, which admitted their claim, was probably

1 This is clearly expressed in the epigram on Pisistratus, in Bekker's Anecdota,
ToL II. p. 768.

rplt fj.e rvpavtrffffavra rwrairrdKit

STJ/XOJ 'A.ffyvalui', xal rpls
rbv fUyav tv /Soi/Xj; HfifflffrpaTOf, Sr rbi>

*

iftpoura, ffiropdSriv rit irplv a..86u.ti>os>.

K(iros & xpfoeos J\v Tro\fffr
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qualified with the same explanation.
1 Even Chios cannot es-

tablish its right to be considered as the original source of the

Homeric poetry, although the claims of this Ionic island are

supported by the high authority of the lyric poet Simonides.2

It is true that in Chios lived the race of the Homerids;
3

who,
from the analogy of other

yeVr;,
are to be considered not as a

family, but as a society of persons, who followed the same art,

and therefore worshipped the same gods, and placed at their

head a hero, from whom they derived their name.4 A member
of this house of Homerids was, probably,

' the blind poet,' who,
in the Homeric hymn to Apollo, relates of himself, that he

dwelt on the rocky Chios, whence he crossed to Delos for the

festival of the lonians and the contests of the poets, and whom

Thucydicles
5 took for Homer himself; a supposition, which at

least shows that this great historian considered Chios as the

dwelling-place of Homer. A later Homerid of Chios was

the well-known Cinsethus, who, as we know from his victory

at Syracuse, flourished about the 69th Olympiad. At what

time the Homerid Parthenius of Chios lived is unknown.6 But

notwithstanding the ascertained existence of this clan of

Homerids at Chios, nay, if we even, with Thucydides, take the

blind man of the hymn for Homer himself, it would not follow

that Chios was the birthplace of Homer : indeed, the ancient

writers have reconciled these accounts by representing Homer
as having, in his wanderings, touched at Chios, and afterwards

fixed his residence there. A notion of this kind is evidently

1 The opinion of Aristarchus is briefly stated by Pseudo-Plutarch, Vita ffomeri,

II. 2 . Its foundation may be seen by comparing, for example, the Schol. Venet. on

Iliad XIII. 197, e cod. A, which, according to recent investigations, contain ex-

tracts from Aristarchus.
3 Simonides in Pseudo-Plutarch, II. i, and others. Compare Theocritus, VII. 17.

3
Concerning this -y&os, see the statements in Harpocration in

'

Ofj.rjpiSai, and Bek-

ker's Anecdota, p. 288, which in part are derived from the logographers. Another

and different use of the word 'OwplSai occurs in Plato, Isocrates, and other writers,

according to which it means the admirers of Homer.
4
Niebuhr, Hist, of Some, vol. I. note 74? (801). Compare the Preface to

Miiller's Dorians, p. xii. seq. English Translation.

Thucyd. III. 104.

"SuidasinllaptfMos. It may be conjectured that this vlbs eteropos, &Tr6yovos

Orfpov, is connected with the ancient epic poet, Thestorides of Phocsea and Chios

mentioned in Pseudo-Herodot. Vit. Horn.
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implied in Pindar's statements, who in one place called Homer
a Smyrusean by origin, in another, a Chian and Smyrnaean.

1

The same idea is also indicated in the passage of an orator, in-

cidentally cited by Aristotle ; which says that ' the Chians

greatly honoured Homer, although he was not a citizen/*

"With the Chian race of Homerids may be aptly compared the

Samian family ; although this is not joined immediately to the

name of Homer, but to that of Creophylus, who is described as

the contemporary and host of Homer. This house also

flourished for several centuries; since, in the first place,

a descendant of Creophylus is said to have given the Homeric

poems to Lycurgus the Spartan,
3

(which statement may be so

far true, that the Lacedemonians derived their knowledge of

these poems from rhapsodists of the race of Creophylus) ;

and, secondly, a later Creophylid, named Hermodamas, is said

to have been heard by Pythagoras.
4

2. On the other hand, the opinion that Homer was

a Smyrnsean not only appears to have been the prevalent

belief in the flourishing times of Greece,
5 but is supported

by the two following considerations : first, the important fact,

that it appears in the form of a popular legend, a mythus,

the divine poet being called son of a nymph, Critheis, and

the Smyrusean river Meles;
6

secondly, that by assuming

Smyrna as the central point of Homer's life and celebrity, the

claims of all the other cities which rest on good authority (as

of the Athenians,.already mentioned, of the Cumaeans, attested

by Ephorus, himself a Cumsean,
7 or the Colophonians, supported

by Antimachus of Colophon
8

), may be explained and reconciled

1 See Boeckh. Pindar. Fragm. inc. 86.
* Aristot. Rhet. II. 13. Comp. Pseudo-Herod. Vit. Horn., near the end.

See particularly Heraclid. Pont. Tro\iTfiut>, Fragm. 2.

4 Suidas in Hv0ay6pas 2(/uios, p. 231, ed. Kuster.
8 Besides the testimony of Pindar, the incidental statement of Scylax is the most

remarkable. 'Znfyva. iv ^'O^pos fo p. 35, ed. Is. Voss.
8 Mentioned in all the different lives of Homer. The name or epithet of Homer,

MeUsigenet, can hardly be of late date, but must have descended from the early epic

poets.
7 See Pseudo- Plutarch, II. i. Ephorus was likewise, evidently, the chief autho-

rity followed by the author of the life of Homer, which goes by the name of Hero-

dotus.

8 Pseudo-Plutarch, II. i. The connexion between the Smyrnsean and Colophoniai
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iu a simple and natural manner. "With this view, the history
of Smyrna is of great importance in connexion with Homer,
hut from the conflicting interests of different tribes and the

partial accounts of native authorities, is doubtful and obscure :

the following account is, at least, the result of careful investi-

gation. There were two traditions and opinions with respect to

the foundation or first occupation of Smyrna by a Greek

people : the one was the Ionic ; according to which it was

founded from Ephesus, or from an Ephesian village called

Smyrna, which really existed under that name;
1

this colony
was also called an Athenian one, the Tonians having settled

Ephesus under the command of Androclus, the son of Codrus.2

According to the other, the JEolian account, the ^Eolians of

Cyme, eighteen years after their own city was founded, took

possession of Smyrna,
3

and, in connexion with this event,

accounts of the leaders of the colony are given, which agree
well with other mythical statements.'

1 As the Ionic settlement

was fixed by the Alexandrine chronologists at the year 140
after the destruction of Troy, and the foundation of Cyme is

placed at the year 150 after the same epoch (which is in perfect

harmony with the succession of the JEolic colonies), the two

races met at about the same time in Smyrna, although,

perhaps, it may be allowed that the lonians had somewhat the

precedence in point of time, as the name of the town was

derived from them. It is credible, although it is not distinctly

origin of Homer is intimated in the epigram, ibid. I. 4, which calls Homer the son

of Meles, and at the same time makes Colophon his native country.

'Ti^ MATp-oj, "Ofjirjpe, ffv yap K\4os 'EXXdSt irdff-g

Kat KoXo^tDi't irdrpri OTJKO.^ Iv dtSiov.

1 See Strabo's detailed explanation, XFV. p. p. 633 4.
8
Strabo, XIV. p. 632 3. Doubtless, likewise the Smyrnsean worship of Nemesis

was derived from Rhamnus in Attica. The rhetorician Aristides gives many fabu-

lous accounts of the Athenian colony at Smyrna in several places.
8 Pseudo-Herodot. Vit. Horn. c. 2, 38.
4 The ofctcrrTjs was, according to Pseudo-Herod, c. i, a certain Theseus, the de-

scendant of Eumelus of Pherse ; according to Parthenius, 5, the same family of

Admetus the Pheraean founded Magnesia on the Maeander ; and Cyme, the mother-

city of Smyrna, had also received inhabitants from Magnesia. Pseudo-Herod, c. i.

The Homeric epigram 4, in Pseudo- Herod, c. 14, mentions XaoJ Qplicwvos as the

founders of Smyrna ; thereby meaning the Locrian tribe, which, deriving its origin

from Phricion, near Thermopylae, founded Cyme Phriconis, and also Larissa Phri-

conis.
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stated, that for a long time the two populations occupied

Smyrna jointly. The ^Eolians, however, appear to have predo-

minated, Smyrna, according to Herodotus, being one of the

twelve cities of the J^olians, while the Ionic league includes

twelve cities, exclusive of Smyrna;
1

for the same reason

Herodotus is entirely ignorant of the Ephesian settlement in

Smyrna. Hence it came to pass, that the lonians we know
not exactly at what time were expelled by the ^Eolians ; upon
which they withdrew to Colophon, and were mixed with the

other Colophonians, always, however, retaining the wish of

recovering Smyrna to the Ionic race. In later times the

Colophonians^ in fact, succeeded in conquering Smyrna, and in

expelling the ^Eolians from it;
2 from which time Smyrna

remained a purely Ionian city. Concerning the time when

this change took place, no express testimony has been pre-

served : all that we know for certain is, that it happened before

the time of Gyges, king of Lydia, that is, before about the

2oth Olympiad, or 700 B.C., since Gyges made war on Smyrna,

together with Miletus and Colophon,
3 which proves the con-

nexion of these cities. We also know of an Olympic victor, in

Olymp. 23 (688 B.C.), who was an Ionian of Smyrna.
4 Mim-

nennus, the elegiac poet, who flourished about Olymp. 37

(630 B.C.), was descended from these Colophonians who had

settled at Smyrna.
5

It cannot be doubted that the meeting of these different

tribes in this corner of the coast of Asia Minor contributed by
the various elements which it put in motion to produce the

active and stirring spirit which would give birth to such works

as the Homeric poems. On the one side there were the

lonians from Athens, with their notions of their noble-minded,

wise, and prudent goddess Athena, and of their brave and

philanthropic heroes, among whom Nestor, as the ancestor of

the Ephesian and Milesian kings, is also to be reckoned. On
the other side were the Achaans, the chief race among the

1 I. 149.
* Herod. I. 150, comp. I. t6. Pausan. VII. 5, i.

1 Herod. I. 14 ; Pausanias, IV. 11, 3, also states distinctly that the Smyrnaeans
were at that time lonians. Nor would Mimnermus have sung the exploits of the

Smyrnseans in this war if they had not been lonians.
4 Pausan. V. 8, 3.

* Mimnermus in Strabo, XIV. p. 634.
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^Eolians of Cyme, with the princes of Agamemnon's family at

their head/ with all the claims which were bound up with the

name of the king of men, and a large body of legends which

referred to the exploits of the Pelopids, particularly the taking
of Troy. United with them were various warlike bands from

Locris, Thessaly, and Euboea; but, especially colonists from

Boeotia, with their Heliconian worship of the Muses and their

hereditary love for poetry.
2

& 2. If this conflux and intermixture of different races con-* \J

tributed powerfully to stimulate the mental energies of the

people, and to develop the traditionary accounts of former times,

as well as to create and modify the epic dialect
; yet it would

be satisfactory if we could advance a step further, and deter-

mine to which race Homer himself belonged. There does

not appear to be sufficient reason, either in the name or the

accounts of Homer, to dissolve him into a mere fabulous and

ideal being : we see Hesiod, with all his minutest family

relations, standing before our eyes ; and if Homer was by an

admiring posterity represented as the son of a nymph, on the

other hand, Hesiod relates how he was visited by the Muses.

Now, the tradition which called Homer a Smyrnsean, evidently

(against the opinion of Antimachus) placed him in the ^Eolic

time ;
and the Homeric epigram,

3 in which Smyrna is called

the ^Eolian, although considerably later than Homer himself,

in whose mouth it is placed, is yet of much importance, as

being the testimony of a Homerid who lived before the conquest
of Smyrna by the Colophonians. Another argument to the

same effect is, that Melanopus, an ancient Cymsean composer
of hymns, who, among the early bards, has the best claim to

historical reality, the supposed author of a hymn referring to

the Delian worship,
4
in various genealogies collected by the

logographers and other mythologists is called the grandfather
of Homer;

5 whence it appears, that when these genealogies

1
Strabo, XIII. p. 582. An Agamemnon, king of Cyme, is mentioned by Pollux,

IX. 83.
2 On the connexion of Cyme with Bceotia, see below, ch. 8 i .

3
Epigr. Homer, 4 ;

in Pseudo-Herod. 14.
* Pausan. V.

-j, 4, according to Bekker's edition. From this it appears that

Pausanias makes Melanopus later than Olen, and earlier than Aristeas.

8 See Hellanicus and others in Proclus Vita Homeri, and Pseudo-Herod, c. i.
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were fabricated, the Smyrnsean poet was connected with the

Cymsean colony. The critics of antiquity have also remarked

some traits of manners and usages described in Homer, which

were borrowed from the JEolians : the most remarkable is that

Bubrostis,
1 mentioned by Homer as a personification of un-

appeased hunger, had a temple in Smyrna which was referred

to the ^Eolian time.
2

Notwithstanding these indications, every one who carefully

notes in the Homeric poems all the symptoms of national

feelings and recollections of home, will find himself drawn to

the other side, and will, with Aristarchus, recognise the beat

of an Ionic heart in the breast of Homer. One proof of this

is the reverence which the poet shows for the chief gods of the

lonians, and, moreover, in their character of Ionic deities.

For Pallas Athenaea is described by him as the Athenian god-

dess, who loves to dwell in the temple on the Acropolis o

Athens, and also hastens from the land of the Phseacians to

Marathon and Athens :

3 Poseidon likewise is known to Homer
as peculiarly the Heliconian god, that is the deity of the Ionian

league, to whom the lonians celebrated national festivals both

in Peloponnesus and in Asia Minor :

4
in describing Nestor's

sacrifice to Poseidon, moreover, the poet doubtless was mindful

of those which his successors, the Nelids, were wont to solemnize,

as kings of the lonians. Among the heroes, Ajax, the son of

Telamon, is not represented by Homer, as he was by the

Dorians of ^Egina and most of the Greeks, as being an ^Eacid

and the kinsman of Achilles (otherwise some mention of this

relationship must have occurred), but he is considered merely as a

hero of Salamis, and is placed in conjunction with Menestheus

the Athenian : hence it must be supposed that he, as well as

the Attic logographer Pherecydes/ considered Ajax as being by

origin an Attic Salaminian hero. The detailed statement of

the Hellenic descent of the Lycian hero Glaucus in his famous

I3

1 77. XXIV. 532 ; and compare the Venetian Scholia.
*
According to the lonica of Metrodorus in Plutarch Qwest. Symp. VI. 8, I.

Eustathius, on the other hand, ascribes the worship to the lonians.

Od. VII. 80. Compare II. II. 547.
* Iliad VIII. 203 ; XX. 404 ; with the Scholia Epiyr. Horn. VI. in Pseudo-

Herod. 17.
5
Apollod. III. 12, 6.
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encounter with Diomed, gains a fresh interest, when we bear in

mind the Ionic kings of the race of Glaucus mentioned above. 1

Moreover, with respect to political institutions and political

phraseology, there are many symptoms of Ionic usage in

Homer : thus the Phratrias, mentioned in the Iliad, occur else-

where only in Ionic states ; the Thetes, as labourers for hire

without land, are the same in Homer as in Solon's time at

Athens ; Demos, also, in the sense both of '
flat country

' and

of
' common people/ appears to be an Ionic expression. A

Spartan remarks in Plato,
2 that Homer represents an Ionic

more than a Lacedaemonian mode of life ; and, in truth, many
customs and usages may be mentioned, which were spread

among the Greeks by the Dorians, and of which no trace

appears in Homer. Lastly, besides the proper localities of the

two poems, the local knowledge of the poet appears peculiarly

accurate and distinct in northern Ionia and the neighbouring

Mseonia, where the Asian meadow and the river Cayster with

its swans, the Gygsean lake,
3 and Mount Tmolus, where Sipylon

with its Achelous4

appears to be known to him, as it were, from

youthful recollections.

If one may venture, in this dawn of tradition, to follow the

faint light of these memorials, and to bring their probable

result into connexion with the history of Smyrna, the following

may be considered as the sum of the above inquiries. Homer
was an Ionian belonging to one of the families which went

from Ephesus to Smyrna, at a time when JEolians and Achaeans

composed the -chief part of the population of the city, and

when, moreover, their hereditary traditions respecting the ex-

pedition of the Greeks against Troy excited the greatest in-

terest ; whence he reconciles in his poetical capacity the conflict

of the contending races, inasmuch as he treats an Achaean

subject with the elegance and geniality of an Ionian. But

when Smyrna drove out the lonians, it deprived itself of this

1
Above, p. 42, note 7. No use has here been made of the suspicious passages,

which*might have been interpolated in the age of Pisistratus. Concerning Homer's

Attic tendency in mythical points, see also Pseudo-Herod, c. 28.

8
Leg. III. p. 680. 3 Iliad II. 865 ;

XX. 392.
4 Iliad XXIV. 615. It is evident from the Scholia that the Homeric Achelous

is the brook Achelous which runs from Sipylon to Smyrna.
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poetical renown ;
and the settlement of the Horaerids in Chios

was, in all probability, a consequence of the expulsion of the

lonians from Smyrna.
It may, moreover, be observed that according to this account,

founded on the history of the colonies of Asia Minor, the time

of Homer would fall a few generations after the Ionic migra-

tion to Asia : and with this determination the best testimonies

of antiquity agree. Such are the computation of Herodotus,

who places Homer with Hesiod 400 years before his time,
1

and that of the Alexandrine chrouologists, who place him 100

years after the Ionic migration, 60 years before the legislation

of Lycurgus :

2

although the variety of opinions on this subject

which prevailed among the learned writers of antiquity cannot

be reduced within these limits.

4. This Homer, then (of the circumstances of whose life

we at least know the little just stated), was the person who

gave epic poetry its first great impulse ; into the causes of

which we shall now proceed to inquire. Before Homer, as we

have already seen, in general only single actions and adventures

were celebrated in short lays. The heroic mythology had pre-

pared the way for the poets by grouping the deeds of the prin-

cipal heroes into large masses, so that they had a natural

connexion with each other, and referred to some common fun-

damental notion. Now, as the general features of the more

considerable legendary collections were known, the poet had

the advantage of being able to narrate any one action of Her-

cules, or one of the Argive champions against Thebes, or of the

Achseans against Troy; and at the same time of being certain

that the scope and purport of the action (viz., the elevation of

Hercules to the gods, and the fated destruction of Thebes and

Troy) would be present to the minds of his hearers, and that

the individual adventure would thus be viewed in its proper con-

nexion. Thus doubtless for a long time the bards were satisfied

with illustrating single points of the heroic mythology with

brief epic lays ; such as in later times were produced by several

poets of the school of Hesiod. It was also possible, if it was

desired, to form from them longer series of adventures of the

1 Herod. II. 53.
*
Apollod. Fraym. I. p. 410, ed. Heyne.
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same hero ;
but they always remained a collection of inde-

pendent poems on the same subject, and never attained to that

unity of character and composition which constitutes one poem.
It was an entirely new phenomenon, which could not fail to

make the greatest impression, when a poet selected a subject
of the heroic tradition, which (besides its connexion with the

other parts of the same legendary cycle) had in itself the means
of awakening a lively interest, and of satisfying the mind, and
at the same time admitted of such a development that the

principal personages could be represented as acting each with a

peculiar and individual character, without obscuring the chief

hero and the main action of the poem.
One legendary subject, of this extent and interest, Homer

found in the anger of Achilles ; and another in the return of

Ulysses.

5. The first is an event which did not long precede the

final destruction of Troy ; inasmuch as it produced the death

of Hector, who was the defender of the city. It was doubtless

the ancient tradition, established long before Homer's time,
that Hector had been slain by Achilles, in revenge for the

slaughter of his friend Patroclus : whose fall in battle, unpro-
tected by the son of Thetis, was explained by the tradition to

have arisen from the anger of Achilles against the other Greeks

for an affront offered to him, and his consequent retirement

from the contest. Now the poet seizes, as the most critical

and momentous period of the action, the conversion of Achilles

from the foe of the Greeks into that of the Trojans ; for as, on

the one hand, the sudden revolution in the fortunes of war,

thus occasioned, places the prowess of Achilles in the strongest

light, so, on the other hand, the change of his firm and resolute

mind must have been the more touching to the feelings of the

hearers. From this centre of interest there springs a long pre-

paration and gradual development, since not only the cause of

the anger of Achilles, but also the defeats of the Greeks occa-

sioned by that anger, were to be narrated ; and the display of

the insufficiency of all the other heroes at the same time offered

the best opportunity for exhibiting their several excellencies.

It is in the arrangement of this preparatory part and its con-

nexion with the catastrophe that the poet displays his perfect

VOL. I. F
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acquaintance with all the mysteries of poetical composition ;

and in his continued postponement of the crisis of the action,

and his scanty revelations with respect to the plan of the entire

work, he shows a maturity of knowledge, which is astonishing

for so early an age. To all appearance the poet, after certain

obstacles have been first overcome, tends only to one point, viz.,

to increase perpetually the disasters of the Greeks, which they

have drawn on themselves by the injury offered to Achilles :

and Zeus himself, at the beginning, is made to pronounce, as

coming from himself, the vengeance and consequent exaltation,

of the son of Thetis. At the same time, however, the poet

plainly shows his wish to excite in the feelings of an attentive

hearer an anxious and perpetually increasing desire, not only

to see the Greeks saved from destruction, but also that the un-

bearable and more than human haughtiness and pride of Achilles

should be broken. Both these ends are attained through the

fulfilment of the secret counsel of Zeus, which he did not com-

municate to Thetis, and through her to Achilles (who, if he had

known it, would have given up all enmity against the Achseans),

but only to Hera, and to her not till the middle of the poem j

1

and Achilles, through the loss of his dearest friend, whom he

had sent to battle, not to save the Greeks, butfor his own glory*

suddenly changes his hostile attitude towards the Greeks, and

is overpowered by entirely opposite feelings. In this manner

the exaltation of the son of Thetis is united to that almost im-

perceptible operation of destiny, which the Greeks were required
to observe in all human affairs.

It is evident that the Iliad does not so much aim at the in-

dividual exaltation of Achilles, as at that of the hero before

whom all the other Grecian heroes humble themselves, and

1 Thetis had said nothing to Achilles of the loss of Patroclus (II. XVII. 4 1 1), for

she herself did not know of it. II. XVIII. 63. Zeus also long conceals his plans

from Hera and the other gods, notwithstanding their anger on account of the suf- i

ferings of the Achaeans : he does not reveal them to Hera till after his sleep upon
Ida. II, XV. 65. The spuriousuess of the verses (II. VIII. 475 6) was recognised

by the ancients, although the principal objection to them is not mentioned. See

Schol. Ven. A.
1 Homer does not wish that the going forth of Patroclus should be considered a*

a sign that Achilles' wrath is appeased : Achilles, on this very occasion, expresses

wish that no Greek may escape death, but that they two alone, Achilles and Patro-

clus, may mount the walla of Ilion. //. XVI. 97.
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through whom aloiie the Trojans were to be subdued. The
Grecian poetry has never shown itself favourable to the absolute

elevation of a single individual, not even if he was reckoned the

greatest of their heroes; and hence a character like that of

Achilles could not excite the entire sympathy of the poet. It

is clear that the poet conceives his hero as striving after some-

thing super-human and inhuman. Hence he falls from one

excess of passion into another, as we see in his insatiable hatred

to the Greeks, his desperate grief for Patroclus, and his vehe-

ment anger against Hector ; but still it is impossible to deny
that Achilles is the first, greatest, and most elevated character

of the Iliad ; we find in him, quite distinct from his heroic

strength, which far eclipses that of all the others, a god-like
loftiness of soul. Compared with the melancholy which Hector,
however determined, carries with him to the field of battle, an-

ticipating the dark destiny that awaits him, how lofty is the

feeling of Achilles, who sees his early death before his eyes,

and, knowing how close it must follow upon the slaughter of

Hector,
1

yet, in spite of this, shows the most determined reso-

lution before, and the most dignified calmness after the deed.

Achilles appears greatest at the funeral games and at the inter-

view with Priam, a scene to be compared with no other in

ancient poetry ; in which, both with the heroes of the event

and with the hearers national hatred and personal ambition, and

all the hostile and most opposite feelings, dissolve themselves

into the gentlest and most humane, just as the human counte-

nance beams with some new expression after long-concealed and

passionate grief; and thus the purifying and elevating process

which the character of Achilles undergoes, and by which the

divine part of his nature is freed from all obscurities, is one

continued idea running through the whole of the poem ; and

the manner in which this process is at the same time commu-

nicated to the mind of a hearer, absorbed with the subject,

makes it the most beautiful and powerful charm of the Iliad.

6. To remove from this collection of various actions, con-

ditions, and feelings any substantial part, as not necessarily

belonging to it, would in fact be to dismember a living whole,

Iliad XVIII. 95 ;
XIX. 417.

F 2
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the parts of which would necessarily lose their vitality. As in

an organic body life does not dwell in one single point, but

requires a union of certain systems and members, so the in-

ternal connexion of the Iliad rests on the union of certain parts ;

and neither the interesting introduction describing the defeat of
jj

the Greeks up to the burning of the ship of Protesilaus, nor the 1

turn of affairs brought about by the death of Patroclus, norl

the final pacification of the anger of Achilles, could be spared ,*

from the Iliad, when the fruitful seed of such a poem had once

been sown in the soul of Homer, and had begun to develop its:]

growth. But the plan of the Iliad is certainly very much ex-i

tended beyond what was actually necessary ; and, in particular,,*

the preparatory part consisting of the attempts of the other

heroes to compensate the Greeks for the absence of Achilles,

has, it must be said, been drawn out to a disproportionate

length ;
so that the suspicion that there were later insertions of

important passages, on the whole applies with far more pro-

bability to the first than to the last books, in which, however,

modern critics have found most traces of interpolation. For this

extension there were two principal motives, which (if we may carry

our conjectures so far) exercised an influence even on the miud

of Homer himself, but had still more powerful effects upon his

successors, the later Homerids. In the first place, it is clear

that a design manifested itself at an early period to make this

poem complete in itself, so that all the subjects, descriptions,

and actions, which could alone give an interest to a poem on

the entire war, might find a place within the limits of this

composition. For this purpose it is not improbable that many
lays of earlier bards, who had sung single adventures of the

Trojan war, were laid under contribution, and that the finest

parts of them were adopted into the new poem ; it being th<

natural course of popular poetry propagated by oral tradition,

to treat the best thoughts of previous poets as common property
and to give them a new life by working them up in a difleren'

context.

If in this manner much extraneous matter has been intro

duced into the poem, which, in common probability, does no

agree with the definite event which forms the subject of it, bu

would more properly find its place at an earlier stage of th
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Trojan war ; and if, by this means, from a poem on the Anger
of Achilles, it grew into an Iliad, as it is significantly called,

yet the poet had his justification, in the manner in which he

conceived the situation of the contending nations, and their

mode of warfare, until the separation of Achilles from the rest

of the army, in which he, doubtless, mainly followed the pre-
valent legends of his time. According to the accounts of the

cyclic and later poets (in whose time, although the heroic tra-

ditions may have become more meagre and scanty than they
had been in that of Homer, yet the chief occurrences must have

been still preserved in memory), the Trojans, after the Battle at

the Landing, where Hector killed Protesilaus, but was soon put
to flight by Achilles, made no attempt to drive the Greeks from

their country, up to the time of the separation of Achilles from

the
'

rest of the army, and the Greeks had had time (for the

wall of Troy still resisted them) to lay waste, under the conduct

of Achilles, the surrounding cities and islands ; of which Homer
mentions particularly Pedasus, the city of the Leleges; theCilician

Thebe, at the foot of Mount Placus ;
the neighbouring city of

Lyrnessus ; and also the Islands of Lesbos and Tenedos.
1 The

poet, in various places, shows plainly his notion of the state of

the war at this time, viz., that the Trojans, so long as Achilles

took part in the war, did not venture beyond the gates ;
and

if Hector was, perchance, willing to venture a sally, the general

fear of Achilles and the anxiety of the Trojan elders held him

back.
2

By this view of the contest, the poet is sufficiently

justified in bringing within the compass of the Iliad events

which would otherwise have been more fitted for the beginning

of the war. The Greeks now arrange themselves for the first

time, by the advice of Nestor, into tribes and phratrias, which

affords an occasion for the enumeration of the several nations,

1 The question why the Trojans did not attack the Greeks when Achilles was

engaged in these maritime expeditions must be answered by history, not by the

mythical tradition. It is also remarkable that Homer knows of no Achaean hero

who had fallen in battle with the Trojans after Protesilaus, and before the time of

the Iliad. See particularly Od. III. 105 seq. Nor is any Trojan mentioned who

had fallen in battle. JSneas and Lycaon were surprised when engaged in peace-

able occupations, and a similar supposition must be made with regard to Mestor

and Troilus. II. XXIV. 257.
2

11. V. 788 ;
IX. 352 ;

XV. 721.
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or the Catalogue of Ships (as it is called), in the second book ;

and when this has made us acquainted with the general arrange-

ment of the army, then the view of Helen and Priam from

the walls, in the third book, and Agamemnon's mustering of

the troops, in the fourth, are intended to give a more distinct

notion of the individual character of the chief heroes. Further

on, the Greeks and Trojans are, for the first time, struck by
an idea which might have occurred in the previous nine years,

if the Greeks, when assisted by Achilles, had not, from their

confidence of their superior strength, considered every compro-
mise as unworthy of them ; namely, to decide the war by a

single combat between the authors of it
;
which plan is frus-

trated by the cowardly flight of Paris and the treachery of

Pandarus. Nor is it until they are taught by the experience
of the first day's fighting that the Trojans can resist them in

open battle, that they build the walls round their ships, in

which the omission of the proper sacrifices to the gods is given
as a new reason for not fulfilling their intentions. This ap-

peared to Thucydides so little conformable to historical pro-

bability, that, without regarding the authority of Homer, he

placed the building of these walls immediately after the land-

ing.
1 This endeavour to comprehend everything in one poem

also shows itself in another circumstance, that some of the

events of the war lying within this poem are copied from others

not included in it. Thus the wounding of Diomed by Paris, in

the heel/ is taken from the story of the death of Achilles, and
the same event furnishes the general outlines of the death of

Patroclus
; as in both, a god and a man together bring about

the accomplishment of the will of fate.
3

7. The other motive for the great extension of the prepa-

ratory part of the catastrophe may, it appears, be traced to a
certain conflict between the plan of the poet and his own
patriotic feelings. An attentive reader cannot fail to observe
that while Homer intends that the Greeks should be made to

suffer severely from the anger of Achilles, he is yet, as it were,

Thuc. I. 1 1. The attempt ofthe scholiast to remove the difficulty, by supposing j

a smaller and a larger bulwark, is absurd
1

11. XI. 377.
1 II. XIX. 417; XXI. 359. It was the fate o Achilles, 6t<? re icai dWpt l<f>i Sanrjtxu.
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retarded in his progress towards that end by a natural endea-

vour to avenge the death of each Greek by that of a yet more
illustrious Trojan, and thus to increase the glory of the nume-
rous Achaean heroes ; so that, even on the days in which the

Greeks are defeated, more Trojans than Greeks are described

as being slain. Admitting that the poet, living among the

descendants of these Achaean heroes, found more legends about

them than about the Trojans in circulation, still the intro-

duction of them into a poem, in which these very Achseans

were described as one of the parties in a war, could not fail to

impart to it a national character. How short is the narration

of the second day's battle in the eighth book, where the incidents

follow their direct course, under the superintendence of Zeus,

and the poet is forced to allow the Greeks to be driven back

to their camp (yet even then not without severe loss to the

Trojans), in comparison with the narrative of the first day's

battle, which, besides many others, celebrates the exploits of

Diomed, and extends from the second to the seventh book
;
in

which Zeus appears, as it were, to have forgotten his resolution

and his promise to Thetis. The exploits of Diomed 1

are indeed

closely connected with the violation of the treaty, inasmuch as

the death of Pandarus, which became necessary in order that

his treachery might be avenged, is the work of Tydides ;

2 but

they have been greatly extended, particularly by the battles

with the gods, which form the characteristic feature of the

legend of Diomed :

3 hence in this part of the Iliad particularly,

slight inconsistencies of different passages and interruptions in

the connexion have arisen. We may mention especially the

contradictory expressions of Diomed and his counsellor Athena,

* n. V. 290. Homer does not make on this occasion the reflection which one

expects ; but it is his practice rather to leave the requisite moral impression to be

made by the simple combination of the events, without adding any comment of his

own.
3
Diomed, in the Argive mythology, which referred to Pallas, was a being closely

connected with this goddess, her shield-bearer and defender of the Palladium.

Hence he is, in Homer, placed in a closer relation with the Olympic gods than any

other hero : Pallas driving his chariot, and giving him courage to encounter Ares,

Aphrodite, and even Apollo, in battle. It is particularly observable that Diomed

never fights with Hector, but with Ares, who enables Hector to conquer.
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as to whether a contest with the gods was advisable or not.
1

Another inconsistency is that remarked by the ancients with

respect to the breastplate of Diomed ;

2
this, however, is removed,

if we consider the scene between Diomed and Glaucus as an

interpolation added by an Homerid of Chios ; perhaps, with

the view of doing honour to some king of the race of Glaucus.5

With regard to the night-scenes, which take up the teuth book,
4

a remarkable statement has been preserved, that they were ori-

ginally a separate book, and were first inserted in the Iliad by
Pisistratus.

4 This account is so far supported, that not the

slightest reference is made, either before or after, to the contents

of this book, especially to the arrival of Rhesus in the Trojan

camp, and of his horses taken by Diomed and Ulysses ; and the

whole book may be omitted without leaving any perceptible

chasm. But it is evident that this book was written for the

particular place in which we find it, in order to fill up the

remainder of the night, and to add another to the achievements

of the Grecian heroes; for it could neither stand by itself nor

form a part of any other poem.
8. That the first part of the Iliad, up to the Battle at the

Ships, has, as compared with the remaining part, a more cheer-

ful, sometimes even a jocose character, while the latter has a

grave and tragic cast, which extends its influence even over the

choice of expressions, naturally arises from the nature of the

subject itself. The ill-treatment of Thersites, the cowardly

flight of Paris into the arms of Helen, the credulous folly of

Pandarus, the bellowing of Mars, and the feminine tears of

Aphrodite when wounded by Diomed, are so many amusing
and even sportive passages from the first books of the Iliad,

such as cannot be found in any of the latter books. The

1 n. V. 130, 434, 827 ; VI. 138.
1 H- VI- 23 ; and VIII. 194. The inconsistency with regard to Pylsemenes is also

removed, if we sacrifice V. 579, and retain XIII. 658. Of less importance, as it seems
to me, w the oblivion of the message to Achilles, which is laid to the charge of

Patroclus. //. XI. 839 ; XV. 390. May not Patroclus have sent a messenger to

inform Achilles of what he wished to know ? The non-observance by Polydamas of

the advice which he himself gives to Hector (//. XII. 75 ;
XV. 354, 447 ; XVI.

367) is easily excused by the natural weakness of humanity.
1
Above, p. 41, note 7.

4 yVKTrYtpffia and o\uvda..

SchoL Ven. ad 11. X. I
; Eustath. p. 785, 41, ed. Rom.
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countenance of the ancient hard, which in the beginning as-

sumed a serene character, and is sometimes brightened with an
ironical smile, obtains by degrees an excited tragic expression.

Although there are good grounds in the plan of the Iliad for

this difference, yet there is reason to doubt whether the begin-

ning of the second book, in which this humorous tone is most

apparent, was written by the ancient Homer or by one of the

later Homerids. Zeus undertakes to deceive Agamemnon, for,

by means of a dream, he gives him great courage for the battle.

Agamemnon himself adopts a second deceit against the Achseans,
for he, though full of the hopes of victory, yet persuades the

Achaeans that he has determined on the return home
; in

this, however, his expectations are again deceived in a ludicrous

manner by the Greeks, whom he had only wished to try, in

order to stimulate them to the battle, but who now are deter-

mined to fly in the utmost haste, and, contrary to the decree of

fate, to leave Troy uninjured, if Ulysses, at the suggestion of

the gods, had not held them back. Here is matter for an

entire mythical comedy, full of fine irony, and with an amusing

plot, in which the deceiving and deceived Agamemnon is the

chief character ; who, with the words,
' Zeus has played me a

pretty trick/
1

at the same time that he means to invent an

ingenious falsehood, unconsciously utters an unpleasant truth.

But this Homeric comedy, which is extended through the

greater part of the second book, cannot possibly belong to the

original plan of the Iliad ; for Agamemnon, two days later,

complaining to the Greeks of being deceived by former signs of

victory which Zeus had shown him, uses in earnest the same

words which he had here used in joke.
2 But it is not conceiv-

able that Agamemnon (if the laws of probability were respected)

should be represented as able seriously to repeat the complaint

which he had before feigned, without, at the same time, dwelling

on the inconsistency between his present and his former opinion.

It is, moreover, evident, that the graver and shorter passage did

not grow out of the more comic and longer one ; but that the

latter is a copious parody of the former, composed by a later

1 II. II. 114, vvv 5 KCLKTJV aTrdTijv pov\cvffa.TO.

2 II. II. in 18 and 139 41 correspond to U. IX. 18 28.
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Homerid, and inserted in the room of an original shorter ac-

count of the arming of the Greeks.

9. But of all the parts of the Iliad, there is none of which

the discrepancies with the rest of the poem are so manifest as

the Catalogue of the Ships, already alluded to. Even the

ancients had critical doubts on some passages ; as, for instance,

the manifestly intentional association of the ships of Ajax with

those of the Athenians, which appears to have been made solely

for the interest of the Athenian houses (the Eurysacids and

Philaids), which deduced their origin from Ajax ; and the men-

tion of the Panhellenians, whom (contrary to Homer's invariable

usage) the Locrian Ajax surpasses in the use of the spear.

But still more important are the mythico-historical discrepancies

between the Catalogue and the Iliad itself. Meges, the son of

Phyleus, is in the Catalogue King of Dulichium
;
in the Iliad,

1

King of the Epeans, dwelling in Elis. The Catalogue here

follows the tradition, which was also known in later times,
3

that Phyleus, the father of Meges, quarrelled with his father

Augeas, and left his home on this account. Medon, a

natural son of Oileus, is described in the Catalogue as com-

manding the troops of Philoctetes, which come from Methone ;

but in the Iliad as leading the Phthians,
3

inhabiting Phylace,

who, in the Catalogue, form quite a different kingdom, and are

led by Podarces instead of Protesilaus. With such manifest

contradictions as these one may venture to attach some weight
to the less obvious marks of a fundamental difference of views

of a more general kind. Agamemnon, according to the Iliad)

governs from Mycena3 the whole of Argos (that is, the neigh-

bouring part of Peloponnesus), and many islands
;

4

according
to the Catalogue, he governs no islands whatever ; but, on the

other hand, his kingdom comprises ^Egialeia, which did not

become Achaean till after the expulsion of the lonians. 5 With

respect to the Boeotians, the poets of the Catalogue have en-

* //. XIII. 691; XV. 519.
* Callimachus ap. Schol. II. II. 629. Comp. Theocrit XXI.
* n. xin. 693 ; xv. 334. n. ii. IDS.

B
Here, in particular, the verse (II. II. 5/2), in which Adrastus is named as first

king of Sicyon, compared with Herod. V. 67 8, clearly shows the objects of the

Arrive rhapsodut
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tirely forgotten that they dwelt in Thessaly at the time of the

Trojan war; for they describe the whole nation as already
settled in the country afterwards called Boeotia.

1 That heroes

and troops of men joined the Achaean army from the eastern

side of the ^Egean Sea and the islands on the coast of Asia

Minor, is a notion of which the Iliad offers no trace ;
it knows

nothing of the heroes of Cos, Phidippus and Antiphus, nor

anything of the beautiful Nireus from Syme ;
and as it is not

said of Tlepolemus that he came from Rhodes, but only that

he was a son of Hercules, it is most natural to understand that

the poet of the Iliad conceived him as a Tirynthian hero. The
mention in the Catalogue of a whole line of islands on the

coast of Asia Minor destroys the beauty and unity of the

picture of the belligerent nations contained in the Iliad, which

makes the allies of the Trojans come only from the east and

north of the ^Egean Sea, and Achsean warriors come only from

the west.
2 The poets of the Catalogue have also made the

Ai'cadians under Agapenor, as well as the Perrhsebians and the

Magnetes, fight before Troy. The purer tradition of the Iliad

does not mix up these Pelasgic tribes (for, among all the Greeks,

the Arcadians and Perrhsebians remained most Pelasgic) in the

ranks of the Achsean army.
If the enumeration of the Achsean bands is too detailed, and

goes beyond the intention of the original poet of the Iliad, on the

other hand, the Catalogue of the Trojans and their allies is much
below the notion which the Iliad itself gives of the forces of the

Trojans: this altogether omits the important allies, the Caucones

and the Leleges, both of whom often occur in the Iliad, and

the latter inhabited the celebrated city of Pedasus, on the

Satnioeis.
3

Among the princes unmentioned in this Catalogue,

Asteropseus, the leader and hero of the Pseonians, is particularly

observable, who arrived eleven days before the battle with

1 There is, likewise, in the Iliad a passage (not, indeed, of much importance)

which speaks of Boeotians in Boeotia. H. V. 709. For this reason Thucydides assumed

that an dn-o5ao>i6j of the Boeotians had at this time settled in Bceotia
; which, how-

ever, is not sufficient for the Catalogue.
2 The account of the Rhodians in the Catalogue also, by its great length, betrays

the intention of a rhapsodist to celebrate this island.

8 For the Caucones, see II. X. 429 ;
XX. 329. For the Leleges, II. X. 4*9 :

XX. 96 ; XXI. 86. Coinp. VI. 35.
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Achilles, and, therefore, before the review in the second book/
and at least deserved to be named as well as Pyrsechmes.

2 On
the other hand, this Catalogue has some names, which are

wanting in the parts of the Iliad, where they would naturally

recur.
3 But we have another more decided proof that the

Catalogue of the Trojans is of comparatively recent date, and

was composed after that of the Achaeans. The Cyprian poem,
which was intended solely to serve as an introduction to the

Iliad* gave at its conclusion (that is, immediately before the

beginning of the action of the Iliad) a list of the Trojan allies;
5

which certainly would not have been the case if, in the second

book of the Iliad, as it then existed, not the Achaeans alone

but also the Trojans had been enumerated. Perhaps our

present Catalogue in the Iliad is only an abridgment of that

in the Cyprian poem ;
at least, then, the omission of Asteropaeus

could be explained, for if he came eleven days before the battle

just mentioned, he would not (according to Homer's chronology)

have arrived till after the beginning of the action of the Iliad,

that is, the sending of the plague.
But from the observations on these two Catalogues may be

drawn other inferences, besides that they are not of genuine
Homeric origin : first, that the rhapsodists, who composed
these parts, had not the Iliad before them in writing, so as to

be able to refer to it at pleasure ; otherwise, how should they
not have discovered that Medon lived at Phylace, and such like

particulars ; 2ndly, that these later poets did not retain the entire

Iliad in their memory, but that in this attempt to give an

ethnographical survey of the forces on each side, they allowed

themselves to be guided by the parts which they themselves knew

by heart and could recite, and by less distinct reminiscences of

the rest of the poem.

1 See 11. XXI. 155 ; also XII. 102
;
XVIII. 351.

II. II. 848. The author of this Catalogue must have thought only of II. XVI.

187. The scholiast, on II. II. 844, is also quite correct in missing Iphidamas ; who,

indeed, was a Trojan, the son of Antenor and Theano, but was furnished by his

maternal grandfather, a Thracian prince, with a fleet of twelve ships. 77. XI. MI.
1 For example, the soothsayer Eunomus, who, according to the Catalogue (77. IL

861), was slain by Achilles in the river, of which there is no mention in the Iliad.

So likewise Amphimachiu. II. II. 871.
4 See below, chap. VI. 4 .

8 KO! xardXayot TUV rait Ipuffi ffvfinax'nffdtrruv, Proclus in Gaisford's ffcphattio*,

p. 476.
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10. A far less valid suspicion than that which has been

raised against the first part of the Iliad, principally against the

second, and also against the fifth, sixth, and tenth books, rests

on the later ones, and on those which follow the death of

Hector. A tragedy, which treated its subject dramatically,

might indeed have closed with the death of Hector, but no

epic poem could have been so concluded ; as in that it is neces-

sary that the feeling which has been excited should be allowed to

subside into calm. This effect is, in the first place, brought
about by means of the games ; by which the greatest honour is

conferred on Patroclus, and also a complete satisfaction is made
to Achilles. But neither would the Iliad at any time have

been complete without the cession of the body of Hector to his

father, and the honourable burial of the Trojan hero. The

poet, who everywhere else shows so gentle and humane a dis-

position, and such an endeavour to distribute even-handed

justice throughout his poem, could not allow the threats of

Achilles
1

to be fulfilled on the body of Hector; but even if

this had been the poet's intention, the subject must have been

mentioned ; for, according to the notions of the Greeks of that

age, the fate of the dead body was almost of more importance
than that of the living ;

and instead of our twenty-fourth book,

a description must have followed of the manner in which

Achilles ill-treated the corpse of Hector, and then cast it for

food to the dogs. Who could conceive such an end to the

Iliad possible ? It is plain that Homer, from the first,

arranged the plan of the Iliad with a full consciousness that the

anger of Achilles against Hector stood in need of some mitiga-

tion of some kind of atonement and that a gentle, humane

disposition, awaiting futurity with calm feelings, was requisite

both to the hero and the poet at the end of the poem.
n. The Odyssey is indisputably, as well as the Iliad, a

poem possessing an unity of subject ;
nor can any one of its

chief parts be removed without leaving a chasm in the develop-

ment of the leading idea ;
but it differs from the Iliad in being

composed on a more artificial and more complicated plan.

This is the case partly, because in the first and greater half,

up to the sixteenth book, two main actions are carried on side

i n. xxii. 35 ;
xxm. 183.
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by side; partly because the action, which passes within the

compass of the poem, and as it were beneath our eyes, is

greatly extended by means of an episodical narration, by which

the chief action itself is made distinct and complete, and the

most marvellous and strangest part of the story is transferred

from the mouth of the poet to that of the inventive hero

himself.
1

The subject of the Odyssey is the return of Ulysses from

land lying beyond the range of human intercourse or know-

ledge, to a home invaded by bands of insolent intruders, who

seek to rob him of his wife, and kill his son. Hence, the

Odyssey begins exactly at that point where the hero is

considered to be farthest from his home, in the island of

Ogygia,
2

at the navel, that is, the central point of the sea;

where the nymph Calypso
3 has kept him hidden from all

mankind for seven years ; thence having, by the help of the

gods, who pity his misfortunes, passed through the dangers

prepared for him by his implacable enemy, Poseidon, he gains

the land of the Phaeacians, a careless, peaceable, and effeminate

nation on the confines of the earth, to whom war is only
known by means of poetry ;

borne by a marvellous Phaeacian

vessel, he reaches Ithaca sleeping ; here he is entertained by
the honest swineherd Eumaeus, and having been introduced

into his own house as a beggar, he is there made to suffer the

harshest treatment from the suitors, in order that he may after-

wards appear with the stronger right as a terrible avenger.
With this simple story a poet might have been satisfied

;
and we

should even in this form, notwithstanding its smaller extent,

have placed the poem almost on an equality with the Iliad.

But the poet, to whom we are indebted for the Odyssey in its

complete form, has interwoven a second story, by which the

poem is rendered much richer and more complete ; although,

indeed, from the union of two actions, some roughnesses have

1 It appears, however, from his soliloquy, Od. XX. 18 a I, that the poet did not

intend his adventures to be considered as imaginary.
1

'ttyuyla. from 'Qyiryv, who was originally a deity of the watery expanse which

covers all things.

u!, the Concealer.
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been produced, which perhaps with a plan of this kind could

scarcely be avoided. 1

For while the poet represents the son of Ulysses, stimulated

by Athena, coming forward in Ithaca with newly excited courage,
and calling the suitors to account before the people ; and then

afterwards describes him as travelling to Pylos and Sparta to

obtain intelligence of his lost father; he gives us a picture of

Ithaca and its anarchical condition, and of the rest of Greece in

its state of peace after the return of the princes, which pro-

duces the finest contrast ; and, at the same time, prepares

Telemachus for playing an energetic part in the work of

vengeance, which by this means becomes more probable.

Although these remarks show that the arrangement of the

Odyssey is essentially different from that of the Iliad, and bears

marks of a more artificial and more fully developed state of the

epos, yet there is much that is common to the two poems in

this respect; particularly that profound comprehension of the

means of straining the curiosity, and of keeping up the interest

by new and unexpected turns of the narrative. The decree of

Zeus is as much delayed in its execution in the Odyssey
as it is in the Iliad: as, in the latter poem, it is not

till after the building of the walls that Zeus, at the request

of Thetis, takes an active part against the Greeks
; so, in

the Odyssey, he appears at the very beginning willing to

acquiesce in the proposal of Athena for the return of Ulysses,

but does not in reality despatch Hermes to Calypso till

several days later, in the fifth book. It is evident that the

poet is impressed with a conception familiar to the Greeks, of a

divine destiny, slow in its preparations, and apparently delaying,

but on that very account marching with the greater certainty

to its end. We also perceive in the Odyssey the same artifice

as that pointed out in the Iliad, of turning the expectation of

the reader into a different direction from that which the nar-

rative is afterwards to take ; but, from the nature of the sub-

1 There would be nothing abrupt in the transition from Menelaus to the suitors

in Od. IV. 624, if it fell at the beginning of a new book ; and yet this division into

books is a mere contrivance of the Alexandrine grammarians. The four verses 620

4, which are unquestionably spurious, are a mere useless interpolation, as they

contribute nothing to the junction of the parts.
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ject, chiefly in single scattered passages. The poet plays in the

most agreeable manner with us, by holding out other means by
which the necessary work of vengeance on the suitors may be

accomplished; and also after we have arrived somewhat nearer

the true aim, he still has in store another beautiful invention

with which to surprise us. Thus the exhortation twice ad-

dressed to Telemachus in the same words, in the early books of

the Odyssey, to imitate the example of Orestes 1

(which strikes

deep root in his heart), produces an undefined expectation that

he himself may attempt something against the suitors
;
nor is

the true meaning of it perceived, until Telemachus places him-

self so undauntedly at his father's side. Afterwards, when the

father and son have arranged their plan for taking vengeance,

they think of assaulting the suitors, hand to hand, with lance

and sword, in a combat of very doubtful issue.
2 The bow of

Eurytus, from which Ulysses derives such great advantage, is u

new and unexpected idea. Athena suggests to Penelope the

notion of proposing it to the suitors as a prize,
3 and although

the ancient legend doubtless represented Ulysses overcoming
the suitors with this bow, yet the manner in which it is brought
into his hands is a very ingenious contrivance of the poet.

4 As
in the Iliad the deepest interest prevails between the Battle

at the Ships and the Death of Hector, so in the Odyssey the

narrative begins, with the fetching of the bow (at the outset of

the twenty -first book), to assume a lofty tone, which is -mingled
with an almost painful expectation ; and the poet makes use of

everything which the legend offered, as the gloomy forebodings
of Theoclymenus (who is only introduced in order to prepare
for this scene of horror)

5 and the contemporaneous festival of

1 Od. I. 302 ; III. 200.
1 Od. XVI. 295. The d0nj<7isof Zenodotus, as usual, rests on insufficient grounds,

and would deprive the story of an important point of its progress.
8 Od. XXI. 4.
4 That this part of the poem is founded on ancient tradition appears from the

fact that the ^-Etolian tribe of the Eurytanians, who derived their origin from Eurytin

(probably the JEtolian CEchalia also belonged to this nation, Strabo X. p. 448), pos-

eased an oracle of Ulysses. Lycophron V. 799 ;
and the Scholia from Aristotle.

* Among these the disappearance of the sun (Od. XX. 356) is to be observed,

which is connected with the return of Ulysses during the new moon (Od. XIV. 162 ;

XIX. 307)1 when an eclipse of the sun could take place. This also appears to be a

trace of ancient tradition.
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Apollo (who fully grants the prayer of Ulysses to secure him

glory in the battle with the bow 1

), in order to heighten the

marvellous and inspiriting" parts of the scene.

12. It is plain that the plan of the Odyssey, as well as of

the Iliad, offered many opportunities for enlargement, by the

insertion of new passages ; and many irregularities in the

course of the narration and its occasional diffuseness may be

explained in this manner. The latter, for example, is obser-

vable in the amusements offered to Ulysses when entertained

by the Phaeacians ; and even some of the ancients questioned
the genuineness of the passage about the dance of the Phae-

acians and the song of Demodocus on the loves of Ares and

Aphrodite, although this part of the Odyssey appears to have

been at least extant in the 5oth Olympiad, when the chorus of

the Phseacians was represented on the throne of the Amyclsean

Apollo.
2 So likewise Ulysses' account of his adventures con-

tains many interpolations, particularly in the nekyia, or invoca-

tion of the dead, where the ancients had already attributed an

important passage (which, in fact, destroys the unity and con-

nexion of the narrative) to the diaskeuasta, or interpolators,

among others, to the Orphic Onomacritus, who, in the time of

the Pisistratids, was employed in collecting the poems of

Homer. 3

Moreover, the Alexandrine critics, Aristophanes and

Aristarchus, considered the whole of the last part from the

recognition of Penelope, as added at a later period.
4 Nor can

it be denied that it has great defects ;
in particular, the de-

scription of the arrival of the suitors in the infernal regions is

only a second and feebler nekyia, which does not precisely accord

with the first, and is introduced in this place without sufficient

1 The festival of Apollo (the pco/i^iao?) is alluded to. Od. XX. 156, 250, 278 ;

XXI. 258. Comp. XXI. 267 ;
XXII. 7.

* Pausan. III. 18, 7.

1 See Schol. Od. XI. 104. The entire passage, from XI. 568-626, was rejected

by the ancients, and with good reason. For whereas Ulysses elsewhere is repre-

sented as merely, by means of his libation of blood, enticing the shades from their

dark abodes to the asphodel-meadow, where he is standing, as it were, at the gate

of Hades
;
in this passage he appears in the midst of the dead, who are firmly bound

to certain spots in the infernal regions. The same more recent conception prevails

in Od. XXIV. 13, where the dead dwell on the asphodel-meadow.
4 From Od. XXIII. 296, to the end.
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reason. At the same time, the Odyssey could never have been

considered as concluded, until Ulysses had embraced his father

Laertes, who is so often mentioned in the course of the poem,
and until a peaceful state of things had been restored, or began
to be restored, in Ithaca. It is not therefore likely that the

original Odyssey altogether wanted some passage of this kind
;

but it was probably much altered by the Homerids, until it

assumed the form in which we now possess it.

13. That the Odyssey was written after the Iliad, and that

many differences are apparent in the character and manners

both of men and gods, as well as in the management of the

language, is quite clear ;
but it is difficult and hazardous to

raise upon this foundation any definite conclusions as to the

person and age of the poet. With the exception of the anger

of Poseidon, who always works unseen in the obscure distance,

the gods appear in a milder form ; they act in unison, without

dissension or contest, for the relief of mankind, not, as is so

often the case in the Iliad, for their destruction. It is, how-

ever, true, that the subject afforded far less occasion for describ-

ing the violent and angry passions and vehement combats of the

gods. At the same time the gods all appear a step higher

above the human race ; they are not represented as descending
in a bodily form from their dwellings on Mount Olympus, and

mixing in the tumult of the battle, but they go about in human

forms, only discernible by their superior wisdom and prudence,
in the company of the adventurous Ulysses and the intelligent

Telemachus. But the chief cause of this difference is to be

sought in the nature of the story, and, we may add, in the fine

tact of the poet, who knew how to preserve unity of subjecl

and harmony of tone in his picture, and to exclude everything
of which the character did not agree. The attempt of manj
learned writers to discover a different religion and mythologj
for the Iliad and the Odyssey leads to the most arbitrary dis

section of the two poems ;

l above all, it ought to have beei

made clear how the fable of the Iliad could have been treatei

by a professor of this supposed religion of the Odyssey, withou

introducing quarrels, battles, and vehement excitement amon;

1
Benjamin Constant, in particular, in his celebrated work, De la Religion, ton

III. has been forced to go this length, as he distinguishes troi especes de mytholog
in the Homeric poems, and determines from them the age of the different parts.
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the gods ',
in which there would have been no difficulty, if the

difference of character in the gods of the two poems were in-

troduced by the poet, and did not grow out of the subject.

On the other hand, the human race appears in the houses of

Nestor, Menelaiis, and especially of Alcinous, in a far more

agreeable state, and one of far greater comfort 1 and luxury
than in the Iliad. But where could the enjoyments, to which

the Atridse, in their native palace, and the peaceable Phseacians

could securely abandon themselves, find a place in the rough

camp? Granting, however, that a different taste and feeling

is shown in the choice of the subject, and in the whole arrange-

ment of the poem, yet there is not a greater difference than is

often found in the inclinations of the same man in the prime
of life and in old age ; and, to speak candidly, we know no

other argument adduced by the Chorizontes,
2 both of ancient

and modern times, for attributing the wonderful genius of Homer
to two different individuals. It is certain that the Odyssey,

in respect of its plan and the conception of its chief characters,

of Ulysses himself, of Nestor and Menelaiis, stands in the

closest affinity with the Iliad : that it always presupposes the

existence of the earlier poem, and silently refers to it
;
which

also serves to explain the remarkable fact, that the Odyssey
mentions many occurrences in the life of Ulysses, which lie out

of the compass of the action, but not one which is celebrated

in the Iliad.
3 If the completion of the Iliad and the Odyssey

seems too vast a work for the lifetime of one man, we may,

perhaps, have recourse to the supposition, that Homer, after

1 The Greek word for this is /co/tttSiJ ; which, in the Iliad, is only used for the

care of horses, but in the Odyssey signifies human conveniences and luxuries, among
which hot baths may be particularly mentioned. See Od. VIII. 450.

s Those Greek grammarians who attributed the Iliad and Odyssey to different

authors were called ol xupifrvres,
' The Separators.

'

3 We find Ulysses, in his youth, with Autolycus (Od. XIX. 394 ;
XXIV. 333)

during the expedition against Troy in Delos, Od. VI. 162
;
in Lesbos, IV. 341 ;

in

a contest with Achilles, VIII. 75 ; near the corpse and at the burial of Achilles, V.

308 ; XXIV. 39 ; contending for the arms of Achilles, XI. 544 ; contending with

Philoctetes in shooting with the bow, VIII. 219; secretly in Troy, IV. 242; in

the Trojan horse, IV. 270 (comp. VIII. 492 ; XI. 522) ; at the beginning of the

return, III. 130 ; and, lastly, going to the men who know not the use of salt, XI.

1 20. But nothing is said of Ulysses' acts in the Iliad : his punishment of Thersites

the horses of Rhesus ; the battle over the body of Patroclus, &c. In like manner

the Odyssey intentionally records different exploits and adventures of Agamemnon,

Achilles, Menelaus, and Nestor, from those celebrated in the Iliad.

G a
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having sung the Iliad in the vigour of his youthful years, in

his old age communicated to some devoted disciple the plan of

the Odyssey, which had long been working in his mind, and

left it to him for completion.

14. It is certain that we are perpetually met with diffi-

culties in endeavouring to form a notion of the manner in which

these great epic poems were composed, at a time anterior to

the use of writing. But these difficulties arise much more

from our ignorance of the period, and our incapability of con-
'

ceiving a creation of the mind without those appliances of which

the use has become to us a second nature, than in the general

laws of the human intellect. Who can determine how many
thousand verses a person, thoroughly impregnated with his

subject, and absorbed in the contemplation of it, might produce
in a year, and confide to the faithful memory of disciples, de-

voted to their master and his art ? Wherever a creative genius
has appeared it has met with persons of congenial taste, and

has found assistance, by whose means it has completed aston-

ishing works in a comparatively short time. Thus the old bard

may have been followed by a number of younger minstrels, to

whom it was both a pleasure and a duty to collect and diffuse

the honey which flowed from his lips. But it is, at leasty

certain, that it would be unintelligible how these great epics

were composed, unless there had been occasions, on which they

actually appeared in their integrity, and could charm an at-

tentive hearer with the full force and effect of a complete poem.
Without a connected and continuous recitation they were not

finished works; they were mere disjointed fragments, which

might by possibility form a whole. But where were there

meals or festivals long enough for such recitations ? What at-

tention, it has been asked, could be sufficiently sustained, in

order to follow so many thousand verses ? If, however, the

Athenians could at one festival hear in succession about nine |

tragedies, three satyric dramas, and as many comedies, without

ever thinking that it might be better to distribute this enjoy-
ment over the whole year, why should not the Greeks of earlier

times have been able to listen to the Iliad and Odyssey, and,

perhaps, other poems, at the same festival ? At a later date,

indeed, when the rhapsodist was rivalled by the player on the

lyre, the dithyrambic minstrel, and by many other kinds of
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poetry and music, these latter necessarily abridged the time

allowed to the epic reciter ;
but in early times, when the epic

style reigned without a competitor, it would have obtained an

undivided attention. Let us beware of measuring, by our

loose and desultory reading, the intension of mind with which

a people enthusiastically devoted to such enjoyments,
1

hung
with delight on the flowing strains of the minstrel. In short,

there was a time (and the Iliad and Odyssey are the records of

it) when the Greek people, not indeed at meals, but at festivals,

and under the patronage of their hereditary princes, heard and

enjoyed these and other less excellent poems, as they were in-

tended to be heard and enjoyed, viz., as complete wholes.

Whether they were, at this early period, ever recited for a prize,

and in competition with others, is doubtful, though there is

nothing improbable in the supposition. But when the conflux

of rhapsodists to the contests became perpetually greater ;

when, at the same time, more weight was laid on the art of the

reciter than on the beauty of the well-known poem which he

recited; and when, lastly, in addition to the rhapsodizing, a

number of other musical and poetical performances claimed a

place, then the rhapsodists were permitted to repeat separate

parts of poems, in which they hoped to excel ; and the Iliad

and Odyssey (as they had not yet been reduced to writing)

existed for a time only as scattered and unconnected fragments."

And we are still indebted to the regulator of the contest of

rhapsodists at the Panathensea (whether it was Solon or Pisis-

tratus), for having compelled the rhapsodists to follow one

another, according to the order of the poem,
3 and for having

thus restored these great works, which were falling into frag-

ments, to their pristine integrity. It is indeed true that some

arbitrary additions may have been made to them at this period;

which, however, we can only hope to be able to distinguish

from the rest of the poem, by first coming to some general

agreement as to the original form and subsequent destiny of

the Homeric compositions.

1
Above, p. 42, note 3.

8
Sieo-iraa-^va, Sijiprj^va, ffiropd5i)v a86fj.eva. See the sure testimonies on this

point in Wolf's Prolegomena, p. cxliii.

3
il- inroXtyewj (or in Diog. Laert.
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CHAPTER VI.

THE CYCLIC POETS.

i. General character of the Cyclic poems. i. The destruction of Troy andi

^Ethiopia of Arctinus of Miletus. 3. The little Iliad of Lesches. 4. The

Cypria of Stasinus. 5. The Nostoi of Agias of Troezen. 6. The Tdtgoniak*

of Euganunon of Cyrene. 7. Poems on the War against Thebes.

i. TTOMEB/S poems, as they became the foundation of

-d all Grecian literature, are likewise the central point

of the epic poetry of Greece. All that was most excellent in

this Hue originated from them, and was connected with them in

the way of completion or continuation ; so that by closely con-

sidering this relation, we arrive not only at a proper under-

standing of the subjects of these later epics, but even are able,

in return, to throw some light upon the Homeric poems

themselves, the Iliad and Odyssey. This class of epic poets
is called the Cyclic, from their constant endeavour to connect

their poems with those of Homer, so that the whole should

form a great cycle. Hence also originated the custom of com-

prehending their poems almost collectively under the name of

Homer,
1

their connexion with the Iliad and Odyssey being
taken as a proof that the whole was one vast conception.
More accurate accounts, however, assign almost all these poems
to particular authors, who lived after the commencement of the

Olympiads, and therefore considerably later than Homer. In-

deed, these poems, both in their character and their conception
of the mythical events, are very different from the Iliad and

Odyssey. These authors cannot even have been called Homerids,
since a race of this name existed only in Chios, and not one of

them is called a Chian. Nevertheless it is credible that they
were Homeric rhapsodists by profession, to whom the constant

1 01 lUrrot d/>x<u<x KO\ rbt> KfaXw ava&povcriv e/j aiVir ('Qfiiipw) Proclus, Vita

1! <"/.
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recitation of the ancient Homeric poems would naturally suggest
the notion of continuing them by essays of their own in a

similar tone. Hence, too, it would be more likely to occur

that these poems, when they were sung by the same rhapsodists,

would gradually themselves acquire the name of Homeric epics.

From a close comparison of the extracts and fragments of these

pcems, which we still possess, it is evident that their authors

had before them copies of the Iliad and Odyssey in their com-

plete form, or, to speak more accurately, comprehending the

same series of events as those current among the later Greeks

and ourselves, and that they merely connected the action of

their ovn poems with the beginning and end of these two

epopees. But notwithstanding the close connexion which they
made between their own productions and the Homeric poems,

notwithstaading that they often built upon particular allusions

in Homer, and formed from them long passages of their own

poems (a fact which is particularly evident in the excerpt of the

Cyprid) ; still their manner of treating and viewing mythical

subjects differs so widely from that of Homer, as of itself to be

a sufficient proof that the Homeric poems were no longer in

progress cf development at the time of the Cyclic poets, but

had, on ths whole, attained a settled form, to which no addition

of impcrtance was afterwards made. 1

Otherwise, we could not

fail to recognise the traces of a later age in the interpolated

passages of the Homeric poems.
2. We commence with the poems which continued the

Iliad. VRCTINUS OF MILETUS was confessedly a very ancient

poet, na;, he is even termed a disciple of Homer ;
the chrono-

logical ccounts place him immediately after the commence-

ment of ;he Olympiads. His poem, consisting of 9100 verses
2

(about oie-third less than the Iliad] , opened with the arrival of

the Amaons at Troy, which followed immediately after the

death of Hector. There existed in antiquity one recension of

1 In these-emarks we of course except the Catalogue of the Ships. See chap. V.

9-
3
According to the inscription of the tablet in the Museo Borgia (see Heeren,

Bibliothek de alten Literatur und Kunst, part IV. p. 61), where it is said ....

"Apimco ]
TC MiX^crtov \tyov<riv tirwv 6vra dp. The plural 6vra refers to the two

poems, accortng to the explanation in the text.
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the Iliad, which concluded as follows :

' Thus they performed
the funeral rites of Hector; then came the Amazon, the

daughter of the valorous man-destroying Ares/ 1

This, without

doubt, was the cyclic edition of the Homeric poems, more than

once mentioned by the ancient critics : in which they appear to

have been connected with the rest of the cyclus so as to form

an unbroken series. The same order of events also appears in

several works of ancient sculpture, in which on one side Andrc-

mache is represented as weeping over Hector's ashes, while, on

the other, the female warriors are welcomed by the venerable

Priam. The action of the epic of Arctinus was connected

with the following principal events. Achilles kills Penthesi/ea, and

then in a fit of anger puts to death Thersites, who had ridiculed

him for his love for her. Upon this Memnon, the soa of Eos,

appears with his Ethiopians, and is slain by the son of Thetis

after he himself has killed in battle Antilochus, the Patroclus

of Arctinus. Achilles himself falls by the hand of Pa*is while

pursuing the Trojans into the town. His mother rescues his

body from the funeral pile, and carries him restored to life to

Leuce, an island in the Black Sea, where the mariners believed

that they saw his mighty form flitting in the dusk of

evening. Ajax and Ulysses contend for his arms
;
the defeat

of Ajax causes his suicide.
2 Arctinus further related ihe his-

tory of the wooden horse, the careless security of the Trojans,

and the destruction of Laocoon, which induces ^Eneasto flee

for safety to Ida before the impending destruction of tin town.3

The sack of Troy by the Greeks returning from Teneoos, and

issuing from the Trojan horse, was described so as to dsplay in

a conspicuous manner the arrogance and mercilessness of the

Greeks, and to occasion the resolution of Athene, already
known from the Odyssey, to punish them in vario.s ways
on their return home. This last part, when divid-d from

1 'Of oT>' d^e* Td0o>*E(CT<v>oj. ^X0e 5

"Aprfot ffvydrip jicyaX^ropos iv8po<f>6i>oio. SchoL Ven. ad 77. XXF. ult. v.
1 See Sohol. Find. Isthm. III. 58, who quotes for this event the JAt'opw, and

Schol. II. XI. 5 15, who quotes for it the 'IXlov -irlpaa of Arctinus. ]particularly
mention this point ; since, from the account in the Ckrcstomathia ofProdus, it

might be thought that Arctinus had omitted this circumstance.
1
Quite differently from Virgil, who in other respects has in the se*nd book of

the *neid chiefly followed Arctinus.



LESCHES. 89

the preceding, was called the Destruction of Troy ('IXt'ou

irtpaig) ;
the former, comprising the events up to the death of

Achilles, the ^Ethiopia of Arctinus.

3. LESCHES, or LESCHEUS, from Mitylene, or Pyrrha, in

the island of Lesbos, was considerably later than Arctinus;
the best authorities concur in placing him in the time of

Archilochus, or about Olymp. 18. Hence the account which

we find in ancient authors of a contest between Arctiuus

and Lesches can only mean that the later competed with the

earlier poet in treating the same subjects. His poem, which

was attributed by many to Homer, and, besides, to very dif-

ferent authors, was called the Little Iliad, and was clearly

intended as a supplement to the great Iliad. We learn from

Aristotle
1

that it comprised the events before the fall of Troy,
the fate of Ajax, the exploits of Philoctetes, Neoptolemus, and

Ulysses, which led to the taking of the town, as well as the

account of the destruction of Troy itself: which statement

is confirmed by numerous fragments. The last part of this

(like the first part of the poem of Arctinus) was called the

Destruction of Troy : from which Pausanias makes several

quotations, with reference to the sacking of Troy, and the par-

tition and carrying away of the prisoners. It is evident from

his citations that Lesches, in many important events (e. g. }
the

death of Priam, the end of the little Astyanax, and the fate of

JEneas, whom he represents Neoptolemus as taking to Phar-

salus), followed quite different traditions from Arctinus. The

connexion of the several events was necessarily loose and

superficial, and without any unity of subject. Hence, according

to Aristotle, whilst the Iliad and Odyssey only furnish

materials for one tragedy each, more than eight might be

formed out of the Little Iliad? Hence, also, the opening of

1 Poet. c. 23, ad fin. ed. Bekker (c. 38, ed. Tyrwhitt).
2 Ten are mentioned by Aristotle viz., "OirXuv Kpiffis, ^iXoAcr^T^s, NeoTrTiXe^tos,

Evpi/TriAos, Uruxeia (see Od. IV. 244), Ackcuveu, 'IXtov vfyffis,
'

AirbirXovs, 'Zlvtav,

fptfdSes. Among these tragedies the subject of the AdKaivai is not apparent. The

name of course means ' Lacedaemonian women;' who, as the attendants of Helen,

formed the chorus. Helen played a chief part in the adventures of Ulysses as a

spy in Troy : the subject of the Ilruxfia above mentioned. Or perhaps Helen was

represented as the accomplice of the heroes in the wooden horse. See Od. IV. 271.

Compare Jlneid VI. 517. Of Sophocles' tragedy of this name only a few frag-

ments are extant : Nos. 336 9, ed. Dindorf.



90 THE CYCLIC POETS.

the poem, which promises so much, and has been censured as

arrogant,
' I sing of Ilion, and Dardania famous for its horses,

on whose account the Greeks, the servants of Mars, suffered

many evils.'
1

Before proceeding any further I feel myself bound to justify

the above account of the relation between Arctiuus and Lesches,

since Proclus, the well-known philosopher and grammarian, to

whose Chrestomathia we are indebted for the fullest account of

the epic cycle,
2

represents it in a totally different point of view.

Proclus gives us, as an abridgment of the Cyclic poets, a con-

tinuous narrative of the events of the Trojan war, in which one

poet always precisely takes up another, often in the midst of a

closely connected subject. Thus, according to Proclus, Arctinus

continued the Homeric Iliad up to the contest for the arms of

Achilles
; then Lesches relates the result of this contest, and

the subsequent enterprises of the heroes against Troy until the

introduction of the wooden horse within the walls; at this

point Arctinus resumes the thread of the narrative, and de-

scribes the issuing forth of the heroes inclosed in the wooden

horse
; but he too breaks off in the midst of the history of the

return of the Greeks at the point where Minerva devises a plan
for their punishment : the fulfilment of this plan being related

by Agias, in the poem called the Nostoi. In order to make
such an interlacing of the different poems comprehensible, we

must suppose the existence of an academy of poets, dividing

their materials amongst each other upon a distinct understand-

ing, and with the most minute precision. It is, however,

altogether inconceivable that Arctinus should have twice sud-

denly broken off in the midst of actions, which the curiosity of

his hearers could never have permitted him to leave unfinished,

in order that, almost a century after, Lesches, and probably at

a still later date Agias, might fill up the gaps and complete the

narrative. Moreover, as the extant fragments of Arctinus and

Lesches afford sufficient proof that they both sang of the events

1 "IXtoc dJ5w Kal AapSavii}i> it*

*Hf rtpl o\\d -rd0oi> Aavaol,nj -rtpi TOAAa Tttt/ov ^avaol, otpairorrts Aprjos.
1 Thb part of the Chrettomathia was first published in the Gottingen BibliotJdt

fiir altc LitUratur undKurut, part I., inedita, afterwards in Gaisford's Hephastion,

p. 378, teq., 471, ieq., and elsewhere.
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which, according to the abstract of Proclus, formed an hiatus

in their poems, it is easy to perceive that his account was not

drawn up from these poems according to their original forms,

but from a selection made by some grammarian, who had put

together a connected poetical description of these events from

the works of several Cyclic poets, in which no occurrence was

repeated, but nothing of importance was omitted : and this in-

deed the expressions of Proclus himself appear to indicate.
1 In

fact, the Cyclus in this sense included not only the epoch of

the Trojan war (where the poems were mutually connected by
means of their common reference to Homer), but the whole

mythology, from the marriage of Heaven and Earth to the last

adventures of Ulysses ; for which purpose use must have been

made of poems totally distinct from each other, and of whose

original connexion, either in their execution or design, no trace

whatever is discoverable.
2

4. The poem which in the Cyclus preceded the Iliad, and

was clearly intended by its author himself for that purpose, was

the Cypria, consisting of eleven books, which may be most

safely ascribed to STASINUS of the island of Cyprus, who, how-

ever, according to the tradition, received it from Homer himself

(transformed on that account into a Salaminian from Cyprus),

as a portion on the marriage of his daughter. And yet the

fundamental ideas of the Cypria are so un-Homeric, and con-

tain so much of a rude attempt at philosophizing on mytho-

logy, which was altogether foreign to Homer, that Stasinus

certainly cannot be considered as of an earlier date than Arc-

tinus. The Cypria began with the prayer of the Earth to Zeus,

to lessen the burdens of the race of man, already become too

heavy ;
and then related how Zeus, with the view of humbling

the pride of mankind, begot Helen upon the goddess Nemesis,

and gave her to be educated by Leda. The promise by Venus

1 Kal TrepaToOrcu 6 tiriK&s KfaXos tic 8ia<f>6puv vonrfrav o-i/^irXijpo^evos fifypi TT?J

dirojSda-ewj 'QSvvfftus TTJS ei's '\6a.Kyv. Proclus, ubi sup.
8 As an additional proof of a point which indeed is almost self-evident, it may

be also mentioned that, according to Proclus, there were Jive, and afterwards two

books of Arctinus in the epic cyclus : according to the Tabula Borgiana, however,

the poems of Arctinus included 9100 verses, which, according to the standard of

the books in Homer, would at least give twelve books.
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of the woman whose beauty was to cause the destruction of

heroes to the shepherd Paris, as a reward for the decision re-

specting the apple of discord, her abduction from Sparta during

the absence of her husband Menelaiis in Crete, and while her

brothers, the Dioscuri, are slain in battle by the sons of Apha-

reus, were all related in conformity with the usual traditions,

and the expedition of the heroes of Greece against Troy was

derived from these events. The Greeks, however, according to

the Cypria, twice set out from Aulis against Troy, having the

first time been carried to Teuthrania in Mysia, a district ruled

by Telephus, and in sailing away having been driven back by a

storm ; at their second departure from Aulis the sacrifice of

Iphigenia was related. The nine years' contest before Troy,

and in its vicinity, did not occupy near so much space in the

Cypria as the preparations for the war
;
the full stream of tradi-

tion, as it gushes forth from a thousand springs in the Homeric

poems, has even at this period dwindled down to narrow

dimensions : the chief part was connected with the incidental

mentions of earlier events in Homer
;
as the attack of Achilles

upon 2Eneas near the herds of cattle,
1 the killing of Troilus,

2

the selling of Lycaon to Lemnos;
3 Palamedes the nobler

counterpart of Ulysses was the only hero either unknown to

or accidentally never mentioned by Homer. Achilles was

throughout represented as the chief hero, created for the pur-

pose of destroying the race of man by manly strength, as Helen

by female beauty ; hence also these two beings, who otherwise

could not have become personally known to each other, were

brought together in a marvellous manner by Thetis and Am-

phitrite. As, however, the war, conducted in the manner
above described, did not destroy a sufficient number of men,
Zeus at last resolves, for the purpose of effectually granting the

prayer of the Earth, to stir up the strife between Achilles and

Agamemnon, and thus to bring about all the great battles of

the Iliad. Thus the Cypria referred altogether to the Iliad

for the completion of its own subject ; and at the same time

added to the motive supposed in the latter poem, the prayer of

1 n. XX. 90, teq.
9 II. XXIV. 757. The more recent poetry combines the death of Troilus with

the last eventa of Troy. 11. XXI. 35.
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Thetis, a more general one, the prayer of the Earth, of which
the Iliad knows nothing. In the Cypria a gloomy destiny
hovers over the whole heroic world ; as in Hesiod l

the Theban
and Trojan war is conceived as a general war of extermination

between the heroes. The main origin of this fatality is, more-

over, the beauty of the woman, as in Hesiod's mythus of Pan-

dora. The unwarlike Aphrodite, who in Homer is so little

fitted for mingling in the combats of heroes, is here the con-

ductor of the whole ; on this point the Cyprian poet may have

been influenced by the impressions of his native island, where

Aphrodite was honoured before all other deities.

5. Between the poems of Arctinus and Lesches and the

Odyssey came the Epic of AGIASS the Troezenian, divided into

five books, the Nostoi. A poem of this kind would naturally

be called forth by the Odyssey, as the author in the very com-

mencement supposes that all the other heroes, except Ulysses,

had returned home from Troy. Even in Homer's time there

existed songs on the subject of the homeward voyages of the

heroes; but these scattered lays naturally fell into oblivion

upon the appearance of Agias's poem, which was composed
with almost Homeric skill, and all the intimations to be found

in Homer were carefully made use of, and adopted as the out-

lines of the action.
3

Agias began his poem with describing how
Athene executed her plan of vengeance, by exciting a quarrel

between the Atridse themselves, which prevented the joint

return of the two princes. The adventures of the Atridse fur-

nished the main subject of the poem.
4 In the first place the

wanderings of Menelaus, who first left the Trojan coast, were

narrated almost up to his late arrival at home; then Aga-

memnon, who did not sail till afterwards, was conducted by a

direct course to his native land
;
and his murder and the other

fortunes of his family were described up to the period when

Menelaus arrives after the vengeance of Orestes had been con-

summated;
3 with which event the poem properly concluded.

1 Hesiod. Op. et D. 160, seq.
2
'AyLas is the correct form of his name, in Ionic 'Hylas; Ai/y/aj is a corruption.

3 See particularly Od. III. 135.
4
Hence, probably, the same poem is more than once in Athenaeus called i] rdv

* See Od. III. 311 ;
IV. 547.
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Artfully interwoven with the above narrative were the voyages

and wanderings of the other heroes, Diomed, Nestor, Calchas,

Leonteus and Polypoetes, Neoptolemus, and the death of

the Locrian Ajax on the Capherian rocks, so that the whole

formed a connected picture of the Achaean heroes at variance

with each other, hastening homewards by different routes, but

almost universally contending with misfortunes and difficulties.

Ulysses alone was left for the Odyssey.
1

6. The continuation of the Odyssey was the Telegonia, of

which poem only two books were introduced into the collection

used by Proclus.
2 EUGAMMON OF GYRENE, who did not live

before the 53rd Olympiad, is named as the author. The Tele-

gonia opened with the burial of the suitors by their kinsmen.

The want of this part renders the Odyssey incomplete as a

narrative; although, for the internal unity, it is unnecessary,

since the suitors are no longer a subject of interest after

Ulysses had rid his house of them. The poem then related a

voyage of Ulysses to Polyxenus at Elis, the motives for which

are not sufficiently known to us
; and afterwards the completion

of the sacrifices offered by Tiresias
; upon which Ulysses (in all

probability in compliance with the prophecy of Tiresias, in

order to reach the country where the inhabitants were neither

acquainted with the sea nor with salt, the product of the sea) goes

to Thesprotia, and there rules victoriously and happily, till he

1 In what part of the Nostoi the Nekyia, or description of the infernal regions,

which belonged to it, was introduced, we are not indeed informed ; but there can

scarcely be any doubt that it was connected with the funeral of Tiresias, which

Calchas, in the Nostoi, celebrated at Colophon. Tiresias, in the Odyssey, is the

only shade in the infernal regions who is endowed with memory and understanding,
for whose sake Ulysses ventures as far as the entrance of Hades : would not then

the poet, whose object it was to make his work an introduction to the Odyssey, have

seized this opportunity to introduce the spirit of the seer into the realm of shades

and by his reception by Hades and Persephone to explain the privileges which,

according to the Odyssey, he there enjoys ? The questioning of Tiresias invites to a

preparatory explanation more perhaps than any other part of the Odyssey, since*

taken by itself, it has something enigmatical.
1 These two books were evidently only an epitome of the poem ;

for even all that

Proclus states from them has scarcely sufficient space : to say nothing of the poem
on the Thesprotians in a mystic tone, which Clemens of Alexandria (Strom. VI.

177) attributes to Eugammon, and which was manifestly in its original form a part
of the Telegonia.
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returns a second time to Ithaca, \vhere, not being recognised,
he is slain by Telegonus, his son by Circe, who had come to

seek his father.

7. With the exception of the events of the Trojan war,

and the return of the Greeks, nothing was so closely connected

with the Iliad and Odyssey as the War of the Argives against

Thebes ; since many of the principal heroes of Greece, particu-

larly Diomed and Sthenelus, were themselves amongst the con-

querors of Thebes, and their fathers before them, a bolder and

wilder race, had fought on the same spot, in a contest which,

although unattended with victory, was still far from inglorious.

Hence also reputed Homeric poems on the subject of this war

were extant, which perhaps really bore a great affinity to the

Homeric time and school. For we do not find, as in the

other poems of the cycle, the names of one or several later

poets placed in connexion with these compositions, but they are

either attributed to Homer, as the earlier Greeks in general

appear to have done,
1

or, if the authorship of Homer is doubted,

they are usually attributed to no author at all. The Thebais,

which consisted of seven books, or 5600 verses, originated

from Argos, which was also considered by Homer as the centre

of the Grecian power : it commenced '

Sing, O Muse, the

thirsty Argos, where the princes . . ." Here dwelt

Adrastus, to whom Polynices, the banished son of (Edipus,

fled, and found with him a reception. The poet then took

occasion to enter upon the cause of the banishment of Polynices,

and related the fate of (Edipus and his curse twice pronounced

against his sons. Amphiaraus was represented as a wise

counsellor to Adrastus, and in opposition to Polynices and

Tydeus, the heroes eager for battle. Eriphyle was the Helen

of this war ;
the seductive woman who induced her otherwise

prudent husband to rush, conscious of his doom, to meet his

unhappy fate.
3 The insolence of the Argive chiefs was pro-

1 In Pausan. IX. 9, 3. KaXXivos is certainly the right reading. This ancient

elegiac poet, therefore, about the 2Oth Olympiad, quoted the Thebaid as Homeric.

The Epigoni was stillcommonly ascribed to Homer in the time of Herodotus, IV. 31.
8
"A/ryos #5e Oea iro\v8i\f/iov, tvda. fiva/cres.

3 Hence the entire poem is in Pseudo-Herod. Vit. Horn. c. 9, called
'

tl-f\a.(rir) es GijjSos, in Suidas
'

A./j.<f>iaf\dov te\ev<ris.
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bably represented as the principal cause of their destruction
;

Homer in the Iliad described it as the crime and curse of these

heroes,
1 and JEschylus portrays it in characteristic emblems and

words. Adrastus is only saved by his horse Areion, a super-

natural being ;
and a prophecy respecting the Epigoni concluded

the whole.

The Epigoni was so far a second part of the Thebais that it

was sometimes comprehended under the same name/ though it

might also be considered as distinct. It began with an allusion

to the first heroic expedition,
'

Now, O Muses, let us commence

the exploits of the later men/ 3 and related the much less

notorious actions of the sons of the heroes, according to all

probability under the auspices of the same Adrastus 4 who was

destined to conquer Thebes, if his army should be freer from

guilt, and thereby become more worthy of glory. Diomed and

Stheuelus, the sons of the wild Tydeus and the reckless

Capaneus, equalled their fathers in power, while they surpassed

them in moderation and respect for the gods.

Even these few, but authentic accounts exhibit glorious

materials for genuine poetry ;
and they were treated in a style

which had not degenerated from Homer ; the only difference

being that an exalted heroic life was not, as in the I7iad and

Odyssey, exhibited in one great action, and as accomplishing its

appointed purpose : but a longer series of events was developed

before the listeners, externally connected by their reference to

one enterprise, and internally by means of certain general moral

reflections and mythico-philosophical ideas.

1 n. V. 407.
* Thus the scholiast on ApolL Rhod. I. 308, in the account of Manto, cites the

Thebaid for the Epigoni.
3 N0i a.W iy*\OTtp<av avSpuv dp^w/ieflo, MoGirat.

4 See Pindar, Pyth. VIII. 48. It can be shown that Pindar, in his mentions of

this fable, always keeps near to the Thebaid.
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CHAPTER

THE HOMERIC HYMNS.

i. General character of the Homeric Hymns, or Procemia. 2. Occasions on

which they were sung : Poets by whom, and times at which, they were com-

posed. 3. Hymn to the Delian Apollo. 4. Hymn to the Pythian Apollo.

5 . Hymn to Hermes. 6. Hymn to Aphrodite. 7. Hymn to Demeter.

i. /"^NE essential part of the epic style of poetry consisted

\J of hymns. Those hymns which were recited by the

epic poets, and which we comprehend under the name of Homeric,
were called by the ancients procemia, that is preludes, or over-

tures. They evidently in part owed this name to their having
served the rhapsodists as introductory strains for their recita-

tions : a purpose to which the final verses often clearly refer ;

as,
(

Beginning with thee I will now sing the race of the demi-

gods, or the exploits of the heroes, which the poets are wont to

celebrate/
1 But the longer hymns of this class could hardly

have served such a purpose ;
as they sometimes are equal in

extent to the rhapsodies into which the grammarians divided

the Iliad and Odyssey, and they even contain very detailed

narratives of particular legends, which are sufficient to excite an

independent interest. These must be considered as preludes to

a whole series of epic recitations, in other words, as introduc-

tions to an entire contest of rhapsodists ; making, as it were,

the transition from the preceding festival of the gods, with its

sacrifices, prayers, and sacred chants, to the subsequent com-

petition of the singers of heroic poetry. The manner in which

it was necessary to shorten one of these long hymns, in order

to make it serve as a prooemium of a single poem, or part of a

1
See, for example, Hymn XXXI. 18. e'/c <rto 5' dp&^evos K\i)lffu

y&os avSpuv ri/j-iO^uv, and XXXII. 18. ffto 5' dpxfytvos <cX<?a <f>wruv fffopcu

&v K\elovff' tpy/j-ar' doiSol. A prayer for victory also sometimes occurs :

fXi/co/3X<?0ape, y\vKV(*.el\ixe, Ms 8' tv dyuvi vlKt)v T$8e fopeffOai, Hymn VI. 19.

VOL. I. H
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poem, may be seen from the i8th of the Homeric hymns, the

short one to Hermes, which has been abridged from the long
one for this purpose.

With the actual ceremonies of the divine worship these

hymns had evidently no immediate connexion. Unlike the lyric

and choral songs, they were sung neither on the procession to

the temple (TTO^TTI?), nor at the sacrifice (Qvaia), nor at the

libation (oirov^}, with which the public prayers for the people

were usually connected ; they had only a general reference to

the god as patron of a festival, to which a contest of rhapso-

dists or poets had been appended. One hymn alone, the

eighth to Ares, is not a prooemium, but a prayer to the god : in

this, however, the entire tone, the numeroiis invocations and

epithets, are so different from the Homeric, that this hymn has

been with reason referred to a much later period, and has been

classed with the Orphic compositions.
1

2. But although these prooemia were not immediately con-

nected with the service of the gods, and although a poet might
have prefixed an invocation of this kind to an epic composition
recited by him alone, without a rival, in any meeting of idle

persons,
2

yet we may perceive from them how many and dif-

ferent sacred festivals in Greece were attended by rhapsodists.

Thus it is quite clear that the two hymns to Apollo were sung,
the one at the festival of the nativity of the god in the island

of Delos, the other at that of the slaying of the dragon at

Pytho ; that the hymn to Demeter was recited at the Eleusinia,

where musical contests were also customary ; and that contests

of rhapsodists were connected with the festivals of Aphrodite,
1

particularly at Salamis in Cyprus,
4 from which island we have

also seen a considerable epic poem proceed. The short hymn
to Artemis, which describes her wanderings from the river

1 Ares is in this hymn, VIII. 7, 10, also considered as the planet of the same

name : the hymn, therefore, belongs to a time when Chaldaean astrology had been

diffused in Greece. The contest for which the aid of Ares is implored is a purely
mental one, with the passions, and the hymn is in fact philosophical rather than

Orphic.
* For example, in a \4rxri, a house of public resort, where strangers found an

abode. Homer, according to Pseudo-Herodotus, sang many poetical pieces in

place* of this description.

Hymn VI. 19.
* Hymn X. 4. Comp. ch. VI. 4.
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Meles at Smyrna to the island of Claros (where her brother

Apollo awaits her),
1

appears also to have been recited at a

musical contest, which was connected with the festival of these

two deities in the renowned sanctuary of Claros, near Colophon.
Festivals in honour of the Magna Mater of Phrygia may have

likewise been celebrated in the towns of Asia Minor, also accom-

panied with contests of rhapsodists.

That these prooemia were composed by rhapsodists of Asia

Minor, nearly the same as those who were concerned in the

Homeric cycle, and not by minstrels of the school of Hesiod,

is proved by the fact that we find among them no hymn to the

Muses, with whom the poet of the Theogony as he himself says,

began and ended his strains.
2 One short hymn however, formed

of verses borrowed from the Theogony, has found its way into

this miscellaneous collection.
3

By a similar argument we may
refute the opinion that these hymns were exclusively the work

of the Homerids, that is, the house of Chios : these, as we

know from the testimony of Pindar, were accustomed to com-

mence with an invocation to Zeus; while our collection only

contains one very small and unimportant prooemium to this

god.
4

"Whether any of the preludes which Terpander, the Lesbian

poet and musician, employed in his musical recitation of Homer 5

have been preserved in the present collection, must remain a

doubtful question : it seems however probable that those hymns,

composed for an accompaniment of the cithara, must have had

a different tone and character.

Moreover, these hymns exhibit such a diversity of language

and poetical tone, that in all probability they contain fragments

from every century between the time of Homer and the Per-

sian war. Several, as for instance that to the Dioscuri, show

the transition to the Orphic poetry, and several refer to local

;

*\
i

worships, which are entirely unknown to us, as the one to

bib

t,;* I

* Hymn IX. 3, seq.
*
Theogon. 48. Endings of this kind, called by the grammarians ^iVwo, are

also mentioned in the Homeric hymns, XXI. 4, and XXXIV. 18, and the short

song, Hymn XXI. is probably one of them. Comp. Tbeognis V. I. (925), Apollon.

,^1 "Bbod.Arg. IV. 1774.
1 See Hymn XXV. and Theog. 947. * Hymn XXIII.
8
Plutarch, de Musicd, c. 4, 6

;
and above, chap. IV. 3 (p. 47).

H 2
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Selene, which celebrates her daughter by Zeus, the goddess

Pandia, shining forth amongst the immortals ; of whom we can

now only conjecture that the Athenian festival of Pandia was

dedicated to her.

3. We will now endeavour to illustrate these general re-

marks by some special explanations of the five longer hymns.
The hymn to the DELIAN APOLLO is (as has been already stated)

1

ascribed by Thucydides to Homer himself; and is, doubtless,

the production of a Homerid of Chios, who, at the end of the

poem, calls himself the blind poet who lived on the rocky
Chios. But the notion that this poet was Cinsethus, who did

not live till the 69th Olympiad,
2

appears only to have origi-

nated from the circumstance that he was the most celebrated

of the Homerids. If any one of these hymns comes near to

the age of Homer, it is this one ; and it is much to be lamented

that a large portion of it has been lost,
3 which contained the

beginning of the narration, the true ground of the wanderings
of Latona. We can only conjecture that this was the an-

nouncement, probably made by Here, that Latona would pro-

duce a terrible and mighty son : of which a contradiction is

meant to be implied in Apollo's first words, where he calls the

cithara his favourite instrument, as well as the bow, and de-

clares his chief office to be the promulgation of the counsels of

Zeus.4 The entire fable of the birth of Apollo is treated so as

to give great honour to the island of Delos, which alone takes

pity on Latona, and dares to offer her an asylum ; the fittest

subject of a hymn for the joyful spring festival, to which the

lonians flocked together from far and wide on their pilgrimage
to the holy island.

4. The hymn to the PYTHIAN APOLLO is a most interesting
record of the ancient mythus of Apollo in the district of Pytho.
It belongs to a time when the Pythian sanctuary was still in

the territory of Crissa : of the hostility between the Pythian

priests and the Crissaeans, which afterwards led to the war of

the Amphictyons against the city of Crissa (in Olymp. 47),

1 Above, chap. V. i (p. 57).
1 Schol. Find. Nem. II. i. Hymn I. 30.

niOaplt re <f>i\rj KO.L Ka/j.rv\a r6a,
u &' dvOpwrouri Aiif mj^tpria /3ov\fy. Hymn. Del. Ap. 131 ?.
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there is no trace ; a passage of the hymn also shows that horse-

races
1 had not as yet been introduced at the Pythian games,

which began immediately after the Crisssean war : the ancient

Pythian contests had been confined to music. The following is

the connexion of this hymn. Apollo descends from Olympus
in order to found a temple for himself; and while he is seeking
a site for it in Boeotia, he is recommended by a water-goddess,

Tilphussa or Delphussa, to place it in the territory of Crissa in

the ravine of Parnassus : her advice being prompted by the

malicious hope that a dangerous serpent, which abode there,

would destroy the youthful god. Apollo accepts her counsel,

but frustrates her intent : he founds his temple in this solitary

glen, slays the dragon, and then punishes Tilphussa by stopping

up her fountain.
2

Apollo then procures priests for the new

sanctuary, Cretan men, whom he, in the form of a dolphin,

brings to Crissa, and consecrates as the sacrificers and guardians
of his sanctuary.

5. The hymn to HERMES has a character very different

from the others
;
which is the reason why modern critics have

taken greater liberties with it in the rejection of verses supposed
to be spurious. With that lively simplicity which gives an air

of credibility to the most marvellous incidents, it relates how

Hermes, begotten by Zeus in secret, is able, when only a new-

born child, to leave the cradle in which his mother believed

him to be safely concealed, in order to steal Apollo's cattle from

the pastures of the gods in Pieria. The miraculous child suc-

ceeds in driving them away, using various contrivances for con-

cealing his traces, to a grotto near Pylos, and slays them there,

with all the skill of the most experienced slaughterer of victims.

At the same time he had made the first lyre out of a tortoise

which had fallen in his way on his first going out ;
and with

this he pacifies Apollo, who had at length, by means of his

power of divination, succeeded in discovering the thief; so that

the two sons of Zeus form at the end the closest intimacy,

1 Hymn II. 84, 199, where the noise of horses and chariots is given as a reason

why the place is not fitted for a temple of Apollo.
8 It is not necessary to the right comprehension of this hymn to explain the

obscurer connexion of this mythus with the worship of a Demeter Tilphossrea, or

Erinnys, hostile to Apollo.
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after an interchange of their respective gifts. The story is

narrated in a light and pointed style, the poet seems to aim at

rapid transitions, and especially at the beginning he indicates the

marvellous exploits of Hermes in an enigmatic manner ; thus he

says that (

Hermes, by finding a tortoise, had gained unspeakable

wealth : he had in truth known how to make the tortoise

musical.'
1 This style is evidently far removed from the genuine

Homeric tone ; although some instances of this arch simplicity

occur both in the Iliad and Odyssey, and the story of the loves

of Ares and Aphrodite, in the Odyssey, appears to belong to

nearly the same class of compositions as this hymn. But a

considerably later age is indicated by the circumstance that the

lyre or the cithara for the poet treats these two instruments

as identical, though distinguished in more precise language
is described as having been at the very first provided with seven

strings
- 3

yet the words of Terpander are still extant in which

he boasts of having introduced the seven-stringed cithara in

the place of the four-stringed.
3 Hence it is plain that this

poem could not have been composed till some time after the

3Oth Olympiad, perhaps even by a poet of the Lesbian school,

which had at that time spread to Peloponnesus.
4

6. The hymn to APHRODITE relates how this goddess (who

subjects all the gods to her power, three only excepted) is, ac-

cording to the will of Zeus himself, vanquished by love for

Anchises of Troy, and meets him in the form of a Phrygian

princess by the herds on Mount Ida. At her departure she

appears to him in divine majesty, and announces to him the

birth of a son, named ^Eneas, who will come to reign himself,

and after him his family, over the Trojans.
5

It is an obvious

conjecture that this hymn (the tone and expression of which

have much of the genuine Homer) was sung in honour of

princes of the family of yEneas, in some town of the range of

Ida, where the same line continued to reign even until the

Peloponnesian war.

1 Hymn III. v. 14, 15, 4c. v. 51.
* Euclides Introduct. Harmon, in Meibomius, Script. Mut. p. 19.
4 We know that the Lesbian lyric poet Aloeus treated the mythus of the birth

* of Hermes and the robbery of the cattle in a very similar manner, but of course in

a lyric form. See below, chap. XIII. 25.
8 Hymn IV. 196, teq. Compare Iliad XX. 307.
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7. The hymn to DEMETER is chiefly intended to celebrate

the sojourning of this goddess among the Eleusinians. Demeter
is seeking for her daughter, who has been carried away by
Hades, until she learns from the god of the sun that the god
of the infernal regions is the ravisher. She then dwells among
the Eleusinians, who have hospitably received her, as the old

attendant of Demophoon, until her divinity becomes evident ;

upon which the Eleusinians build her a temple. In this she

conceals herself as a wrathful deity, and withholds her gifts from

mankind, until Zeus brings about an agreement that Cora shall

be restored to her for two-thirds of the year, and shall only
remain one-third of the year with Hades. 1 United again with

her daughter, she instructs her hosts, the Eleusinians, in return

for their hospitality, in her sacred orgies.

Even if this hymn did not directly invite persons to the

celebration of the Eleusinia, and to a participation in its initiatory

rites, by calling those blessed who had seen them, and an-

nouncing an inhappy lot in the infernal regions to those who
had taken no part in them ; yet we could not fail to recognise

the hand of m Attic bard, well versed in the festival and its

ceremonies, even in many expressions which have an Attic and

local colour. The ancient sacred legend of the Eleusiniaus

lies here before us in its pure and unadulterated form ; so far

as it can be clothed with an epic garb in a manner agreeable

to a refined taste. We may hence infer the value of this hymn
(which was not discovered till the last century, and of which a

part is lost) for the history of the Greek religion.

1 This depends on the Athenian festival cycle. At the Thesmophoria, the festi-

val of sowing, Cora is supposed to descend beneath the earth ;
on the Anthesteria,

the festival of the first bloom of spring, exactly four months afterwards, she is sup-

posed to reascend from the infernal regions.
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CHAPTER VIII.

HESIOD.

i. Circumstances of Hesiod's Life, and general character of his Poetry. 2.

The Works and Days, the Poem on Divination, and the Lessons of Chiron.

3. The Theogony. 4. The Great Eoice, the Catalogues of Womt*, the Me-

lampodia, the jEgimius. 5. The Marriage of Ceyx, the EpithaJamium of

Peleus and Thetis, the Descent of Theseus and Pirithous into Hell, the Skidd

of Hercules.

i. TTTHILE the fairest growth of the Grecian heroic

poetry was flourishing under favourable circum-

stances upon the coast of Asia Minor in the JEolic and Ionic

colonies, the mother-country of Greece, and especially Bo3otia,

to which we are now to direct our attention, were not so happily

situated. In that country, already thickly peopfed with Greek

tribes, and divided into numerous small states, the migrations
with which the heroic age of Greece termirated necessarily

produced a state of lasting confusion and strife, sometimes even

reaching into the interior of single families. It was only on

the coast of Asia Minor that the conquerors could find a wide

and open field for their enterprises ; this country was still for

the most part virgin soil to the Greek settlers, and its native

inhabitants of barbarous descent offered nc very obstinate re-

sistance to the colonists. Hence likewise i; came to pass that

of the ^Eolic Boeotians, who after the Trojan war emigrated
from Thessaliotis, and obtained the sovereignty of Breotia, a

considerable number immediately quitted this narrow territory,

and joined the Achaeans, who, just at this time, having been

driven from Peloponnesus, were sailing to Lesbos, Tsnedos, and

the opposite shores of Asia Minor, there to found thecolonies in

which the name of . Kol ians subsequently preponderate! over that

of Achaeans, and became the collective denomination. As new
cities and states rose up and flourished in these region* of Asia

Minor, which were moreover founded and governed by descendants
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of the most renowned princes of the heroic age, a free scope
was given to the genius of poetry, and a bright and poetical
view of man's destiny was naturally produced. But in Boeotia

a comparison of the present with the past gave rise to a dif-

ferent feeling. In the place of the races celebrated in nume-
rous legends, the Cadmeans and Minyans, who were the early

occupants of Thebes and Orchomenos, had succeeded the ^Eolic

Boeotians, whose native mythology appears meagre and scanty
as compared with that of the other tribes. It is true that the

Homeric bards allowed themselves to be so far influenced by
the impressions of the present as to introduce the heroes of

these Boeotians, and not the Cadmeans, as taking a part in the

expedition against Troy. But how little of real individual cha-

racter and of poetic truth is there in Peneleus and Leitus, when

compared with the leaders of the Achaean bands from Pelopon-
nesus and Thessaly ! The events of Greek history have,

though not always, yet in most cases, verified the promises of

their early legends ;
and thus we find the Boeotians always

remaining a vigorous, hardy race, whose mind can never soar

far above the range of bodily existence, and whose cares are for

the most part limited to the supply of their immediate wants

equally removed from the proud aspirings of the Doric spirit,

which subjected all things within its reach to the influence of cer-

tain deeply implanted notions, and from the liveliness and fine sus-

ceptibility of the Ionic character, which received all impressions

with a fond and impassioned interest. But, even in this torpid and

obscure condition of Boeotian existence, some stars of the first

magnitude appear, as brilliant in politics as in art Pindar,

Epaminondas, and before them HESIOD, with the other distin-

guished poets who wrote under his name.

But Hesiod, although a poet of very considerable power, was

yet a true child of his nation and his times. His poetry is

a faithful transcript of the whole condition of Boeotian life ;

and we may, on the other hand, complete our notions of

Boeotian life from his poetry. If, before we proceed to ex-

amine each separate poem in detail, we first state our general

impression of the whole, and compare it with that which we

receive from the Homeric poems, we shall find throughout the

writings of Hesiod (as well in the complete ones as in those



106 HESIOD.

which we can only judge by fragments) that we miss the power-
ful sway of a youthful fancy, which in every part of the poems
of Homer sheds an expression of bright and inexhaustible en-

joyment, which lights up the sublime images of a heroic age,

and moulds them into forms of surpassing beauty. That aban-

donment of the thoughts, with heartfelt joy and satisfaction, to a

flow of poetical images, such as came crowding on the mind of

Homer how different is this from the manner of Hesiod !

His poetry appears to struggle to emerge out of the narrow

bounds of common life, which he strives to ennoble and to

render more endurable. Regarding with a melancholy feeling

the destiny of the human race, and the corruption of a social

condition which has destroyed all serene enjoyment, the poet
seeks either to disseminate knowledge by which life may be

improved, or to diffuse certain religious notions as to the

influence of a superior destiny, which may tend to produce a

patient resignation to its inevitable evils. At one time he

gives us lessons of civil and domestic wisdom, whereby order

may be restored to a disturbed commonwealth or an ill-regu-

lated household ; at another, he seeks to reduce the bewildering
and endless variety of stories about the gods to a connected

system, in which each deity has his appointed place. Then again
the poet of this school seeks to distribute the heroic legends
into large masses ; and, by finding certain links which bind them,

all together, to make them more clear and comprehensible.
Nowhere does the poetry appear as the sole aim of the poet's

mind, to which he devotes himself without reserve, and to

which all his thoughts are directed. Practical interests are,

in a certain sense, everywhere intermixed. It cannot be

denied that the poetry, as such, must thus lose much of its

peculiar merit; but this loss is, to a certain extent, compen-
sated by the beneficent and useful tendency of the composition.

This view of the poetry of Hesiod agrees entirely with the

description which he has given of the manner of his first being
called to the office of a poet. The account of this in the in-

troduction to the Theogony (v. i 35) must be a very ancient

tradition, as it is also alluded to in the Works and Days
(
v - 659)- The Muses, whose dwelling, according to the com-

monly received belief of the Greeks, was Olympus in Pieria.
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are yet accustomed (so says the Boeotian poet) to visit Helicon,
which was also sacred to them. Then, having bathed in one

of their holy springs, and having led their dances upon the top
of Helicon, they go at night through the adjacent country,

singing the great gods of Olympus, as well as the primitive
deities of the universe. In one of these excursions they en-

countered Hesiod, who was watching his flocks by night in a

valley at the foot of Helicon. Here they bestowed upon him

the gift of poetry, having first addressed him in these words :

'Ye country shepherds, worthless wretches, mere slaves of the

belly ! although we often tell falsehoods and pretend that they
are true, yet we can tell truth when it pleases us.'

After these words, the Muses immediately consecrated Hesiod

to their service by offering him a laurel branch, which the Boeotian

minstrels always carried in their hand during the recitation of

poetry. There is something very remarkable in this address of

the Muses. In the first place, it represents poetical genius as

a free gift of the Muses, imparted to a rough, unlettered man,
and awakening him from his brutish condition to a better life.

Secondly, this gift of the Muses is to be dedicated to the dif-

fusion of truth; by which the poet means to indicate the

serious object and character of his theogonic and ethical poetry;

not without an implied censure of other poems which admitted

of an easier and freer play of fancy.

But, beautiful and significant as this story is, it is clear that

the poetry of Hesiod can in no wise be regarded as the product

of an inspiration which comes like a divine gift from above ;
it

must have been connected both with earlier and with con-

temporary forms of epic composition. We have seen that the

worship of the Muses was of old standing in these districts,

whither it had been brought by the Pierian tribes from the

neighbourhood of Olympus ;
and with this worship the practice

of music and poetry was most closely connected.
1 This poetry

consisted chiefly of songs and hymns to the gods, for which

Boeotia, so rich in ancient temples, symbolical rites of worship,

and festival ceremonies, offered frequent opportunities.

Ascra itself, according to epic poems quoted by Pausanias,

1
Above, chap. III. 8, 9.
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was founded by the Aloids, who were Pierian heroes, and first

sacrificed to the Muses upon Mount Helicon. That Hesiod

dwelt at Ascra rests upon his own testimony in the Works

and Days (v. 640) ;
and this statement is confirmed in a re-

markable manner by other historical accounts, for which we are

indebted to the Boeotian writer, Plutarch. Ascra had, at an

early period, been destroyed by the neighbouring and powerful

race of Thespians, and the Orchomenians had received the

fugitive Ascraeans into their city : the oracle then commanded

that the bones of Hesiod should be transferred to Orchomenus,

and, when what were held to be the remains of the poet were

discovered, a monument was erected to him at Orchomenus,

upon which was written an inscription, composed by the Boeo-

tian epic poet Chersias, describing him as the wisest of all poets.

On the other hand, the intercourse which subsisted between

the Boeotians and their kinsmen on the ^Eolic coast of Asia

Minor, and the flight which poetry had taken in those coun-

tries, probably contributed to stimulate the Boeotian poets to

new productions. There is no reason to doubt the testimony
of the author of the Works and Days (v. 636), that his father

came from Cyme in ^Eolis to Ascra : the motive which brought
him thither was doubtless the recollection of the ancient affinity

between the ^Eolic settlers and this race of the mother-country ;

a recollection which was still alive at the time of the Pelopon-
nesian war.

1 The father of the poet is not stated to be a

Cymaean bard
; but is described as a mariner, who, after re-

peated voyages from Cyme, had at length taken up his abode

at Ascra ; yet it must have been by settlers such as this that

the fame of the heroic poetry, which at that time was flourishing
in the colonies, must have been spread over the mother country.
The ancients have eagerly seized upon this point of union in

the two schools of poetry, in order to prove that a near rela-

tionship existed between Homer and Hesiod. The logo-

graphers (or historians before Herodotus) as Hellanicus,

Pherecydes, and Damastes have combined various names

handed down by tradition into comprehensive genealogies, in

which it appears that the two poets were descended from a com-

mon ancestor : for example, that Apellis (also called Apelles, or

1 See Thucyd. III. i; VII. 57; VIII. 100.
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Apellaeus) had two sons Maeon, the supposed father of Homer
and Dius, who, according to an ancient but justly rejected in-

terpretation of a verse in the Works and Days, was made the

father of Hesiod.
1

But it is not our intention to support the opinion that the

poetry of Hesiod was merely an offset from the Homeric stock

transplanted to Boeotia, or that it is indebted to the Homeric

poems either for its dialect, versification, or character of style.

On the contrary, the most generally received opinion of an-

tiquity assigns Hesiod and Homer to the same period ; thus

Herodotus makes them both about four centuries earlier than

his own time: 2 in such cases, too, Hesiod is commonly named
before Homer, as, for instance, in this passage of Herodotus.

As far as we know, it was first maintained by Xenophanes of

Colophon
3 that Hesiod was later than Homer; on the other

hand, Ephorus, the historian of Cyme, and many others, have

endeavoured to prove the higher antiquity of Hesiod. At any
rate, therefore, the Greeks of those times did not consider that

Homer had formed the epic language in Ionia, and that Hesiod

had borrowed it, and only transferred it to other subjects.

They must have entertained the opinion (which has been con-

firmed by the researches of our own time), that this epic dialect

had already become the language of refinement and poetry in

the mother-country before the colonies of Asia Minor were

founded. Moreover, this dialect is only identical in the two

schools of poetry so far as its general features are concerned.

Many differences occur in particular points : and it can be

proved that this ancient poetical language among the Boeotian

tribe adopted many features of the native dialect, which was an

jEolism approaching nearly to the Doric.4 Neither does it

1 v. 299. 'Epydfcv, Htpffri, Aiov y&os.
* II. 53.

* In Gellius, Noct. Ait. III. 17. Xenophanes, the founder of the Eleatic school

of philosophy, who flourished about the 7oth Olympiad, was also an epic poet, and

may perhaps, in his KT&rts KoXo^wpos, have found many opportunities of speaking

of Homer, whom the Colophonians claimed as a countryman. See above, p. 58

(chap. V. 2).
4 Thus Hesiod often shortens the ending aj in the accusative plural of the first

declension, like Alcman, Stesichorus, and Epicharmus : it has indeed been observed

hat it only occurs long where the syllable is in the arsis, or where it is lengthened

by position. On the whole, there is in Hesiod a greater tendency to shorter, often

to contracted forms
;
while Homer's ear appears to have found peculiar delight in

the multiplication of vowel syllables.
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appear that the phrases, epithets, and proverbial expressions

common to both poets were supposed by the ancient Greeks to

have been borrowed by one from the other : in general, too,

they have the appearance of being separately derived from the

common source of an earlier poetry ;
and in Hesiod especially,

if we may judge from statements of the ancients, and from

the tone of his language, sayings and idioms of the highest

antiquity are preserved in all their original purity and sim-

plicity.
1

The opinion that Hesiod received the form of his poetry

from Homer cannot, moreover, well be reconciled with the wide

difference which appears in the spirit and character of the two

styles of epic poetry. Besides what we have already remarked

upon this subject, we will notice one point which shows dis-

tinctly how little Hesiod allowed himself to be governed by
rules derived from Homer. The Homeric poems, among all

the forms in which poetry can appear, possess in the greatest

degree what in modern times is called objectivity ; that is, a

complete abandonment of the mind to the object, without any

intervening consciousness of the situation or circumstances of

the subject, or the individual himself. Homer's mind moves

in a world of lofty thoughts and energetic actions, far removed

from the wants and necessities of the present. There can be

no doubt that this is the noblest and most perfect style of com-

position, and the best adapted to epic poetry. Hesiod, however,
never soars to this height. He prefers to show us his own
domestic life, and to make us feel its wants and privations.-

1 Thus the verse of the Works and Days, fuffObs 5' dvSpl 0tXy eiprintvos &PKWS ety

(v. 370), was attributed to Pittheus of Troezen, a sage and prince of the early

fabulous times. (See Aristotle in Plutarch, Theseus, c. 3.) The meaning, accord-

ing to Buttmann, is,
' Let the reward be surely agreed on with a friend.' Homer

has the shorter expression : /juffObs 5t ol &picios ferai. (See Buttmann's Lexilogus,

in apKiot, p. 164, Engl. transl.) So likewise the phrase of Hesiod, dXXA rii) /xot

raura rtpi opvv f) *epl irt-rp^v (Theog. 35), is doubtless derived from the highest

antiquity ;
it is connected with the Homeric, Qii /j.tv TWJ vvv t<mv ari> Spvbs oW

drd T^rpTjj rif oapt^^evat, and OiJ yap dirk 5pv6s foci TraXaupdrov ov$' ebrd rlrpris'

The oak and the rock here represent the simple country life of the Greek auto-

chthons, who thought that they had sprung from their mountains and woods, and

whose thoughts dwelt only upon these ideas, in primitive innocence and familiarity.

These words, with which Hesiod breaks off his description of the scene of the shep-

herds sleeping with their flocks, sound just like a saying of the ancient Pierian

bards among the Pelasgwns. (Above, p. 3738.)
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It would doubtless be an erroneous transfer of the manners of

later poets to this primitive age, if we regarded Hesiod's ac-

counts of his own life as mere fictions used as a vehicle for his

poetic conceptions. Moreover, the tone in which he addresses

his brother Perses has all the frankness and naivete of reality ;

and, indeed, the whole arrangement of the poem of the Works
and Days is unintelligible, unless we conceive it as founded on

a real event, such as the poet describes.

2. This poem (which alone, according to Pausanias, the

Boeotians hold to be a genuine work of Hesiod, and with

which, therefore, we may properly begin the examination of the

several works of this school) is so entirely occupied with the

events of common life, that the author would not seem to have

been a poet by profession, as Homer was described by the

ancients, but some Boeotian husbandman, whose mind had been

so forcibly moved by peculiar circumstances as to give a poetical

tone to the whole course of his thoughts and feelings. The
father of Hesiod, as was before mentioned, had settled at Ascra

as a farmer ;
and although he found the situation disadvantage-

ous, from its great heat in summer and its storminess in winter,

yet he had left a considerable property to his two sons, Hesiod

and a younger brother, Perses. The brothers divided the inhe-

ritance; and Perses, by means of bribes to the kings (who at

this time alone exercised the office of judge), contrived to de-

fraud his elder brother. But Perses showed a disposition which

in later times became more and more common among the

Greeks : he chose rather to listen to lawsuits in the market-

place, and to contrive legal quibbles by which he might defraud

others of their property, than to follow the plough. Hence it

came to pass that his inheritance, probably with the help of a

foolish wife, was soon dissipated ;
and he threatened to com-

mence a new suit against his elder brother, in order to dispute

the possession of that small portion of their father's land which

had been allotted to him. The peculiar situation in which

Hesiod was thus placed called forth the following expression of

his thoughts. We give only the principal heads, in order to

point out their reference to the circumstances of the poet.
1

1 I pass over the short procemium to Zeus, as it was rejected by most of the

ancient critics, and probably was only one of the introductory strains which the

Hesiodean rhapsodists could prefix to the Works and Days.
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' There are two kinds of contention
'

(the poet begins by

saying),
' the one blameable and hateful, the strife of war and

litigation ; the other beneficial and praiseworthy, the competi-

tion of mechanics and artists. Avoid the first, O Perses ; and

strive not again through the injustice of the judges to wrest

from me my own ; keep rather to the works of honest industry.

For the gods sent toil and misery among men, when they pun-
ished Prometheus for stealing fire from heaven by sending
Pandora to Epimetheus, from whose box all evils were spread

among mankind. We are now in the fifth age of the world,

the age of iron, in which man must perpetually contend with

want and trouble. I will now relate to the judges the fable

of the hawk which killed the nightingale heedless of her song.

The city where justice is practised will alone flourish under the

protection of the gods. But to the city where wicked deeds

are done, Zeus sends famine and plague. Know, ye judges,

that ye are watched by myriads of Jove's immortal spirits, and

his own all-seeing eye is upon you. To the brutes have the

gods given the law of force to men the law of justice. Ex-

cellence is not to be acquired, O Perses, except by the sweat of

thy brow. Labour is pleasing to the gods, and brings no

shame : honest industry alone gives lasting satisfaction. Be-

ware of wrongful acts ; honour the gods ; hold fast good friends

and good neighbours ;
be not misled by an improvident wife ;

and provide yourself with a plentiful, but not too numerous an

offspring, and you will be blessed with prosperity/
With these and similar rules of economy (of which many

are, perhaps, rather adapted to the wants of daily life than

noble and elevated) the first part of the poem concludes ;
its

object being to improve the character and habits of Perses, to

deter him from seeking riches by litigation, and to incite him

to a life of labour as the only source of permanent prosperity.

Mythical narratives, fables, descriptions, and moral apophthegms,

partly of a proverbial kind, are ingeniously chosen and com-

bined so as to illustrate and enforce the principal idea.

In the second part, Hesiod shows Perses the succession in

which his labours must follow if he determines to lead a life of

industry. Observing the natural order of the seasons, he

begins with the time of ploughing and sowing, and treats of
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the implements used in these processes, the plough and the

beasts which draw it. He then proceeds to show how a pru-
dent husbandman may employ the winter at home, when the

labours of the field are at a stand
; adding a description of the

storms and cold of a Boeotian winter, which several modern
critics have (though probably without sufficient ground) con-

sidered as exaggerated, and have therefore doubted its genuine-
ness. With the first appearance of spring follows the dressing
and cutting of the vines, and, at the rising of the Pleiades (in

the first half of our May), the reaping of the grain. The poet
then tells us how the hottest season should be employed, when
the corn is threshed. The vintage, which immediately precedes
the ploughing, concludes the circle of these rural occupations.

But as the poet's object was not to describe the charms of a

country life, but to teach all the means of honest gain which

were then open to the Ascrsean countryman, he next proceeds,

after having completed the subject of husbandry, to treat with

equal detail that of navigation. Here we perceive how, in the

time of Hesiod, the Boeotian farmer himself shipped the over-

plus of his corn and wine, and transported it to countries

where these products were less abundant. If the poet had had

any other kind of trade in view, he would have been more explicit

upon the subject of the goods to be exported, and would have

stated how a husbandman like Perses was to procure them.

Hesiod recommends for a voyage of this kind the late part of

the summer, on the ^oth day after the summer solstice, when

there was no work to be done in the field, and when the weather

in the Greek seas is the most certain.

All these precepts relating to the works of industry interrupt,

somewhat suddenly, the succession of economical rules for the

management of a family.
1 The poet now speaks of the time of

life when a man should take a wife, and how he should look

out for her. He then especially recommends to all to bear in

mind that the immortal gods watch over the actions of men ;

1 It would be a great improvement if the verses relating to marriage (697 705,

ed. Gottling) could be placed before TAovvoyevr]* 8t irdl's etrj (376). Then all the pru-

dential maxims relating to neighbours, friends, wife, and children, would be ex-

plained before the labours of agriculture, and the subsequent rules of domestic eco-

nomy would all refer to the maxim, e& 5' (nriv dOavdruv fj.aKa.puv Tre<pv\ay^vo$ flvat.

VOL. 1. i
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in all intercourse with others to keep the tongue from idle and

provoking words ; and to preserve a certain purity and care in

the commonest occurrences of every-day life. At the same

time he gives many curious precepts, with respect to the de-

corum to be observed in acts of worship, which resemble sacer-

dotal rules, and, moreover, have much in common with the sym-

bolic rules of the Pythagoreans, which ascribed a deep and

spiritual import to many unimportant acts of common life.

Of a very similar nature is the last part of this poem, which

treats of the days on which it is expedient or inexpedient to

do this or that business. These precepts, which do not relate

to particular seasons of the year, but to the course of each

lunar month, are exclusively of a superstitious character, and

are in great part connected with the different worships which

were celebrated upon these days : but our knowledge is far too

insufficient to explain them all.
1

If we regard the connexion of this poem, as indicated by
the heads which we have mentioned, it must be confessed that

the whole is perfectly adapted to the circumstances of the case ;

and conformable to the poet's view of turning his brother

Perses from his scheme of enriching himself by unjust lawsuits,

and of stimulating him to a life of laborious husbandry. On
the other hand, it cannot be denied that the poet has failed in

producing so perfect an agreement of the several members of

his work, that by their combination they form, as it were, one

body. Indeed, the separate parts have often very little con-

nexion with each other, and are only introduced by announce-

ments such as these,
'

Now, if thou wilt, I will tell another

story ;' or,
' Now I will relate a fable to the kings/ &c. This

plainly shows much less art in composition than is displayed in

the Homeric poems ; the reason of which was the far greater

difficulty which must have been felt at that time of forming

general reflections upon life into a connected whole, than of

relating a great heroic event.

1 On the seventh day the poet himself remarks the connexion with Apollo. The

rerpbt of the beginning and ending of the month is a day on which evils are to be

feared : it was considered as the birth-day of the toil-worn Hercules. On the 1 7th
the corn is to be brought to the threshing-floor : the 1 7th of Eoedromion was the

sacrificial day of Demeter and Cora at Athens (Boeckh. Corp. Itucript. Gr. No. 523),

and a great day of the Eleusinia.
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Yet in the general tone of the poem, and in the sentiments

which it displays, a sufficient uniformity is not wanting. We
feel, as we read it, that we are transported back to an age of

primitive simplicity, in which even the wealthy man does not

disdain to increase his means by the labour of his own hands ;

and an attention to economical cares was not considered ignoble,

as it was among the later Greeks, who from husbandmen be-

came mere politicians. A coarse vein of homely good sense,

nay, even a dash of interested calculating shrewdness, which

were deeply rooted in the Greek character, are combined with

honourable principles of justice, expressed in nervous apo-

phthegms and striking images. When we consider that the poet
was brought up in these hereditary maxims of wisdom, and

moreover that he was deeply convinced of the necessity of a

life of laborious exertion, we shall easily comprehend how

strongly an event such as that in which he was concerned with

his brother Perses was calculated to strike his mind
;
and from

the contrast which it offered to his convictions, to induce him

to make a connected exposition of them in a poem. This

brings us to the true source of the Didactic Epos, which never

can proceed from a mere desire to instruct ; a desire which has

no connexion with poetry. Genuine didactic poetry always

proceeds from some great and powerful idea, which has some-

thing so absorbing and attractive that the mind strives to give

expression to it. In the Works and Days this fundamental

idea is distinctly perceptible ;
the decrees and institutions of the

gods protect justice among men, they have made labour the

only road to prosperity, and have so ordered the year that every

work has its appointed season, the sign of which is discernible

by man. In announcing these immutable ordinances and eternal

laws, the poet himself is impressed with a lofty and solemn

feeling, which manifests itself in a sort of oracular tone, and in

the sacerdotal style with which many exhortations and precepts

are delivered.
1 We have remarked this priestly character in

the concluding part of the poem, and it was not unnatural that

1 We allude particularly to the ply*, vffirie Wpff-q of Hesiod, and the /J-tya. vjirie

Kpoicre of the Pythia : and to the truly oracular expressions of the Works and Day*,

as, the 'branch of five,' x^rofoy, for the 'hand;' the 'day-sleeper,' 7]fj.ep6KOiTot

arfp, for the thief, &c. : on which see Gottling's Hesiod, Prcef. p. xv.

I 2
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many in antiquity should annex to the last verse,
'

Observing

the omens of birds, and avoiding transgressions/ another

didactic epic poem of the same school of poetry upon divination.
1

It is stated" that this poem treated chiefly of the flight and cries

of birds ; and it agrees with this statement, that Hesiod, ac-

cording to Pausanias, learned divination among the Acarnanians :

the Acarnanian families of diviners deriving their descent from

Melampus, whose ears, when a boy, were licked by serpents,

whereupon he immediately understood the language of the birds.

A greater loss than this supplement on divination is another

poem of the same school, called the Lessons of Chiron (Xtipuvoq

viroOriKai), as this was in some measure a companion or coun-

terpart to the Works and Days. For while the extant poem

keeps wholly within the circle of the yearly occupations of a

Boeotian husbandman, the lost one represented the wise Centaur,

in his grotto upon Mount Pelion, instructing the young Achilles

in all the knowledge befitting a young prince and hero. "\Ve

might not improperly apply to this poem the name of a German

poem of the middle ages, and call it a Greek Ritters-piegel.

3. We now follow this school of poetry to the great

attempt of forming from the Greek legends respecting the gods a

connected and regular picture of their origin and powers, and

in general of the entire polytheism of the Greeks. The Theo-

gony of Hesiod is not, indeed, to be despised as a poem ; be-

sides many singular legends, it contains thoughts and descrip-

tions of a lofty and imposing character ; but for the history of

the religious faith of Greece it is a production of the highest

importance. The notions concerning the gods, their rank, and

their affinities, which had arisen in so much greater variety in

the different districts of Greece than in any other country of

the ancient world, found in the Theogony a test of their general

acceptance. Every legend which could not be brought into

agreement with this poem sank into the obscurity of mere local

tradition, and lived only in the limited sphere of the inha-

bitants of some Arcadian district, or the ministers of some

temple, under the form of a strange and marvellous tale, which

1 Tot/rMf iwdyovffl rivet r^v 6pvi.Oona.vTtl<LV, &rtva 'AroXXciwos 6'P6Stoj dOtrti.

Proclua on the Workt and Days, at the end, v. 824.
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was cherished with the greater fondness because its uncon-

formity with the received theogony gave it the charm of mys-
tery.

1

It was through Hesiod that Greece first obtained a

kind of religious code, which, although without external sanc-

tions or priestly guardians and interpreters (such as the Vedas
had in the Brahmans, and the Zendavesta in the Magiaus),
must have produced the greatest influence on the religious con-

dition of the Greeks ;
inasmuch as it impressed upon them the

necessity of agreement, and as the notions prevalent among the

most powerful races, and at the most renowned temples, were

embodied by the poet with great skill. Hence Herodotus was

justified in saying that Hesiod and Homer had made the theo-

gony of the Greeks, had assigned the names, offices, and occu-

pations of the gods, and had determined their forms.

According to the religious notions of the Greeks, the deity,

who governs the world with omnipotence, and guides the des-

tinies of man with omniscience, is yet without one attribute,

which is the most essential to our idea of the godhead eternity.

The gods of the Greeks were too closely bound up with the

existence of the world to be exempt from the law by which

large, shapeless masses are developed into more and more per-

fect forms. To the Greeks the gods of Olympus were rather

the summit and crowning point of organized and animate life,

than the origin of the universe. Thus Zeus, who must be con-

sidered as the peculiar deity of the Greeks, was doubtless, long

before the time of Homer or Hesiod, called Cronion, or Cronides,

which, according to the most probable interpretation, means the
' Son of the Ancient of Days;'

2

and, as the ruler of the clear

heaven, he was derived from Uranus, or heaven itself. In like

manner all the other gods were, according to their peculiar

1 Numbers of these fables, which cannot be reconciled with the T/ieogony, were,

as we know from Pausanias, in currency, especially in Arcadia ;
but how little

should we know of them from writers who addressed themselves to the entire nation.

The Attic tragedians likewise, in their accounts of the affinities of the gods, follow

the Hesiodean Theogony far more than the local worships and legends of Attica.

2 Whatever doubts may exist with regard to the etymology of x/^vos (whether

the name comes from Kpaivu, or is allied with Kphvos}, yet everything stated of him

agrees with this conception, his dominion during the golden age, the representation

of a simple patriarchal life at the festival of the Kp6i>ia, Cronus as the ruler of the

departed heroes, &c.
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attributes and character, connected with beings and appear-

ances which seemed the most ancient. The relation of the

primitive and the originating to the recent and the derived was

always conceived under the form of generation and birth the

universe being considered to have a life, like that of animals
\

and hence even heaven and earth were imagined to have an

animal organization. The idea of creation, of so high antiquity

in the east, and so early known to the Indians, Persians, and

Hebrews, which supposed the Deity to have formed the world

with design, as an earthly artificer executes his work, was foreign

to the ancient Greeks, and could only arise in religions which

asciibed a personal existence and an eternal duration to the

godhead. Hence it is clear that theogonies, in the widest

sense of the word that is, accounts of the descent of the gods
are as old as the Greek religion itself; and, doubtless, the

most ancient bards would have been induced to adopt and ex-

pand such legends in their poems. One result of their attempts
to classify the theogouic beings, is the race of Titans, who

were known both to Homer and Hesiod, and formed a link

between the general personifications of parts of the universe and

the human forms of the Olympic gods, by whose might they
were supposed to be hurled into the depths of Tartarus.

Surrounded as he was by traditions and ancient poems of

this kind, it would have been impossible for Hesiod (as many
moderns have conceived) to form his entire Theogony upon
abstract philosophical principles of his own concerning the

powers of matter and mind : if his system had been invented

by himself, it would not have met with such ready acceptance
from succeeding generations. But, on the other hand, Hesiod

cannot be considered as a mere collector of scattered traditions

or fragments of earlier poems, which he repeated almost at ran-

dom, without being aware of their hidden connexion : the choice

which he made among different versions of the same fable, and

his skilful arrangement of the several parts, are of themselves a

sufficient proof that he was guided by certain fundamental ideas,

and that he proceeded upon a connected view of the formation

of outward nature.

To make this position more clear, it will perhaps be most

advisable to illustrate the nature of the primitive beings which,
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according to the Theogony, preceded the race of the Titans
;

with the view of showing the consistency and connexion of

Hesiod's notions : for the rest, a more general survey will

suffice.

1
First of all (the Theogony, strictly so called, begins) was

Chaos,'
1

that is, the abyss, in which all peculiar shape and

figure is lost, and of which we arrive at the conception by ex-

cluding all idea of definite form. It is evident, however, that,

as Hesiod represents other beings as springing out of Chaos,
he must have meant by this word not mere empty space, but a

confused mixture of material atoms, instinct with the principle

of life.
' Afterwards arose (that is from Chaos) the wide-

bosomed Earth, the firm resting-place of all things ;
and

gloomy Tartara in the depth of the earth ; and Eros, the

fairest of the immortal gods/
2 The Earth, the mother of all

living things, according to the notion of the Greeks and many
oriental countries, is conceived to arise out of the dark abyss ;

her foundations are in the depth of night, and her surface is

the soil upon which light and life exist. Tartara is, as it were,

only the dark side of the Earth; by which it still remains

connected with Chaos. As the Earth and Tartara represent

the brute matter of Chaos in a more perfect form, so in Eros

the living spirit appears as the principle of all increase and

development. It is a lofty conception of the poet of the

Theogony, to represent the God of Love as proceeding out of

Chaos at the beginning of all things; though probably this

thought did not originate with him, and had already been

expressed in ancient hymns to Eros, sung at Thespise. Doubt-

less it is not an accidental coincidence that this city, which was

40 stadia from Ascra, should have possessed the most re-

nowned temple of Eros in all Greece ;
and that in its immediate

neighbourhood Hesiod should have given to this deity a dignity

and importance of which the Homeric poems contain no trace.

1
x^os, literally synonymous with ^6.0^0., chasm.

* Plato and Aristotle in their quotations of this passage omit Tartara (also callet

Tartarus) ;
but probably only because it has not so much importance among the

principia mundi as the others. Tartara could also be considered as included und

the Earth, as it is also called fdprapa yair,s. But the poet of the Theogony musi

have stated his origin in this place ;
as lower down he describes Typhoeus as tl

son of the Earth and Tartarus.
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But it appears that the poet was satisfied with borrowing this

thought from the Thespian hymns without applying it in the

subsequent part of his poem. For although it is doubtless

implied that all the following marriages and births of the gods

spring from the influence of Eros, the poet nevertheless omits

expressly to mention its operation.
' Out of Chaos came

Erebus,' the darkness in the depths of the Earth,
' and black

Night,' the darkness which passes over the surface of the

Earth. 'From the union of Night and Erebus proceeded

jEther and Day' It may perhaps appear strange that these dark

children of Chaos bring forth the ever-shining ^Ether of the

highest heavens, and the bright daylight of the earth ; this,

however, is only a consequence of the general law of develop-

ment observed in the Theogony, that the dim and shapeless is

the prior in point of time ; and that the world is perpetually

advancing from obscurity to brightness. Light bursting from

the bosom of darkness is a beautiful image, which recurs in the

cosmogonies of other ancient nations.
' The Earth then first

produced the starry heaven, of equal extent with herself, that

it might cover her all round, so as to be for ever a firm resting-

place for the gods ; and also the far-ranging mountains, the

lovely abodes of the nymphs/ As the hills are elevations of

the Earth, so the Heaven is conceived as a firmament spread
over the Earth

; which, according to the general notion above

stated, would have proceeded, and, as it were, grown out of it.

At the same time, on account of the various fertilizing and

animating influences which the Earth receives from the Heaven,
the Greeks were led to conceive Earth and Heaven as a

married pair,
1 whose descendants form in the Theogony a second

great generation of deities. But another offspring of the

Earth is first mentioned. ' The Earth also bore the roaring

swelling sea, the Pontus, without the joys of marriage/ By
expressly remarking of Pontus that the Earth produced him

alone without love, although the other beings just enumerated

sprung from the Earth singly, the poet meant to indicate his

rough and unkindly nature. It is the wild, waste salt sea,

1 The game notion had prevailed, though in a less distinct form, in the early

religion of outward nature among the Greeks. See above, ch. II. 4. (p. 18).
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separated at its very origin from the streams and springs of fresh

water, which supply nourishment to vegetation and to animal

life. These are all made to descend from Ocean, who is called

the eldest of the Titans. These, together with the Cyclopes
and Hecatoncheires, were produced by the union of Earth and
Heaven ; and it is sufficient here to remark of them that the

Titans, according to the notions of Hesiod, represent a system
of things in which elementary beings, natural powers, and

notions of order and regularity are united into a whole. The

Cyclopes denote the transient disturbances of this order by
storms, and the Hecatoncheires, or the hundred-handed giants,

signify the fearful power of the greater revolutions of nature.

The subsequent arrangement of the poem depends on its

mixed genealogical and narrative character. As soon as a

new generation of gods is produced, the events are related

through which it overcame the earlier race and obtained the

supremacy. Thus, after the Titans and their brethren, the

Cyclopes and Hecatoncheires, are enumerated, it is related how
Cronus deprives his father of the power, by producing new

beings, of supplanting those already in existence ; whereupon
follow the races of the other primitive beings, Night and Pontus.

Then succeed the descendants of the Titans. In speaking of

Croims, the poet relates how Zeus was preserved from being
devoured by his father, and of lapetus, how his son Prometheus

incensed Zeus by coming forward as the patron of the human

race, though not for their benefit. Then follows a detailed

account of the battle which Zeus and his kindred, assisted by
the Hecatoncheires, waged against the Titans ; with the descrip-

tion of the dreadful abode of Tartara, in which the Titans were

imprisoned. This part, it must be confessed, appears to be

overloaded by additions of rhapsodists. An afterpiece to the

battle of the Titans is the rebellion of Typhoeus (born* of

the Earth and Tartara) against Zeus. The descendants of

Zeus and the Olympian gods, united with him, formed the

last part of the original Theogony.

Notwithstanding the great simplicity of this plan, we may

yet remark a number of refinements which show a maturely

considered design on the part of the poet. For instance,

Hesiod might have connected the descendants of Night (bora
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without marriage)
' with the children which she bore to Erebus,

namely ^ther and Day.
2 But he relates first the battle of

Cronus against Uranus, and the mutilation of the latter ;

whereby the first interruption of the peaceable order of the

world is caused, and anger and curses, personified by the Furies,

are introduced into the world. The mutilation, however, of

Uranus caused the production of the Meliae, or Nymphs of the

Ash Trees, that is, the mightiest productions of vegetation ; the

Giants, or most powerful beings of human form ; and the God-

dess of Love herself. It is not till after this disturbance of

the tranquillity of the world that Night produces from her dark

bosom those beings, such as Death, and Strife, and Woe, aud

Blame, which are connected with the sufferings of mankind.

Likewise the race of Pontus, so rich in monsters, with which

the heroes were to fight their fiercest battles, are properly in-

troduced after the first deed of violence upon Uranus. It is

also evidently by design that the two Titans, Cronus and lapetus,

also named together by Homer, are, in the genealogy of their

descendants,
3

arranged in a different order than at the first

mention of the Titans.
4 In the latter passage Cronus is the

youngest of all, just as Zeus is in Hesiod the youngest among
his brothers ; whilst in Homer he reigns by the right of primo-

geniture. But Hesiod supposes the world to be in a state of

perpetual development ; and as the sons overcome the fathers,

so also the youngest sons are the most powerful, as standing at

the head of a new order of things. On the other hand, the

race of lapetus, which refers exclusively to the attributes and

destinies of mankind,
5

is placed after the descendants of Cronus,
from whom the Olympic gods proceed ;

because the actions and

1

v. 7ii, teq.
*

v. 124. v. 453, 507.
4 v. 131, seq.

5 In the genealogy of lapetus in the Tkeogony are preserved remains of an ancient

poem on the lot ofmankind. lapetus himself is the '
fallen man' (from Idirru, root

I AIT), the human race deprived of their former happiness. Of his sons, Atlas and

Menoetiua represent the 0t>/tdt of the human soul : Atlas (from rX^vai, TAA), the

enduring and obstinate spirit, to whom the gods allot the heaviest burdens ;
and

Menoetius (pivot and olros), the unconquerable and confident spirit, whom Zeus

hurls into Erebus. Promethtut and Epimetkeut, on the other hand, personify vo\n ;

the former prudent foresight, the latter the worthless knowledge which comes after

the deed. And the gods contrive it so that whatever benefits are gained for the

human race by the former are lost to it again through his brother.
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destinies of those human Titans are entirely determined by
their relation to the Olympians, who have reserved to them-
selves alone a constantly equal measure of prosperity, and act

jointly in repelling with equal severity the bold attempts of the

lapetids.

Although therefore this poem is not merely an accumulation

of raw materials, but contains many connected thoughts, and is

formed on a well-digested plan,yet it cannot be denied that neither

in the Theogony nor in the Works and Days can that perfect

art of composition be found which is so conspicuous in the

Homeric poems. Hesiod has not only faithfully preserved the

ancient tradition, and introduced without alteration into his

poetry many time-honoured sayings, and many a verse of earlier

songs, but he also seems to have borrowed long passages, and

even entire hymns, when they happened to suit the plan of his

poem ;
and without greatly changing their form. Thus it is

remarkable that the battle of the Titans does not begin (as it

would be natural to expect) with the resolution of Zeus and

the other Olympians to wage war against the Titans, but with

the chaining of Briareus and the other Hecatoncheires by
Uranus ;

nor is it until the poet has related how Zeus set free

these Hecatoncheires, by the advice of the Earth, that we are

introduced to the battle with the Titans, which has already

been some time going on. And this part of the Theogony
concludes with the Hecatoncheires being set by the gods to

watch over the imprisoned Titans, and Briareus, by his marriage
with Cymopoleia, becoming the son-in-law of Poseidon. This

Briareus, who in Homer is also called ^Egseon, and represents the

violent commotions and heavings of the sea, was a being who

in many places seems to have been connected with the worship

of Poseidon,
1 and it is not improbable that in the temples of

this god hymns were sung celebrating him as the vanquisher of

the Titans, one of which Hesiod may have taken as the foun-

dation of his narrative of the battle of the Titans.

Tt seems likewise evident that the Theogony has been in

many places interpolated by rhapsodists, as was naturally to be

- *
Poseidon, from afyes, which signifies waves in a state of agitation, was also

called Afyeuos and Aiyatuv.
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expected in a poem handed down by oral tradition. Enume-

rations of names always offered facilities for this insertion of

new verses ; as, for example, the list of streams in the Theogony,

which are called sons of the Ocean. 1

Among these we miss

exactly those rivers which we should expect most to find, the

Boeotian Asopus and Cephisus; and we find several which at

any rate lie beyond the sphere of the Homeric geography, such

as the Ister, the Eridanus, and the Nile, no longer the river of

Egypt, as in Homer, but under its more modern name. The

most remarkable circumstance, however, is that in this brief

list of rivers, the passage of Homer 2 which names eight petty

streams flowing from the mountains of Ida to the coast, has

been so closely followed, that seven of them are named in

Hesiod. This seems to prove incontestably that the Theogony
has been interpolated by rhapsodists who were familiar with the

Homeric poems as well as with those of Hesiod.

It has been already stated that the Theogony originally ter-

minated with the races of the Olympian gods, that is, at v. 962 ;

the part which follows being only added in order to make a

transition to another and longer poem, which the rhapsodists

appended as a kind of continuation to the Theogony. For it

seems manifest that a composer of genealogical legends of this

kind would not be likely to celebrate the goddesses who,
'

joined in love with mortal men, had borne godlike children'

(which is the subject of the last part in the extant version), if

he had not also intended to sing of the gods who with mortal

women had begotten mighty heroes (a far more frequent event

in Greek mythology). The god Dionysus, and Hercules, re-

ceived among the gods (both of whom sprang from an alliance

of this kind), are indeed mentioned in a former part of the

poem.
3 But there remain many other heroes, whose genealogy

is not traced, of far greater importance than Medeius, Phocus,

^Eneas, and many other sons of goddesses. Moreover, the ex-

tant concluding verses of the Theogony furnish a complete proof
that a poem of this description was annexed to it

;
inasmuch as

the women whom the Muses are in these last verses called on

to celebrate
4 can be no other than the mortal beauties to whom

1 v. 388, teq. Iliad XII. 20. * v. 940, seq.
4 Xvr H yvfaiKWf <f>v\ov deiaare ^5i>^retat Mo><rai, &c.
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the gods came down from heaven. As to the nature of this lost

poem of Hesiod something will be said hereafter.

Hitherto we have said nothing upon that part of the Theogony
which has furnished so intricate a problem to the higher de-

partment of criticism, viz., the procemium, as it is only after

having taken a general view of the whole poem that we can

hope to succeed in ascertaining the original form of this part.

It can scarcely be questioned that this procemium, with its dis-

proportionate length (v. i 1 15), its intolerable repetition of the

same or very similar thoughts, and the undeniable incoherences

of several passages, could not be the original introduction to the

Theogony ; it appears, indeed, to be a collection of all that the

Boeotian bards had produced in praise of the Muses. It is not,

however, necessary, in order to explain how this confused mass

was formed, to have recourse to complicated hypotheses ; or to

suppose that this long procemium was designedly formed of several

shorter ones. It appears, indeed, that a much simpler explana-
tion may be found, if we proceed upon some statements pre-

served in ancient authors.
1 The genuine prooemium contained

the beautiful story above mentioned of the visit of the Muses

to Helicon, and of the consecration of Hesiod to the office of a

poet by the gift of a laurel branch. Next after this must have

followed the passage which describes the return of the Muses to

Olympus, where they celebrate their father Zeus in his palace

as the vanquisher of Cronus, and as the reigning governor of

the world ; which might be succeeded by the address of the

poet to the Muses to reveal to him the descent and genealogies

of the gods. Accordingly the verses i 35, 68 74, 104 1 15,

would form the original prooemium, in the connexion of which

there is nothing objectionable, except that the last invocation of

the Muses is somewhat overloaded by the repetition of the same

thought with little alteration. Of the intervening parts one,

viz., v. 36 67, is an independent hymn, which celebrates the

Muses as Olympian poetesses produced by Zeus in Pieria in the

1
Especially the statement in Plutarch (torn. II. p. 743, C. ed. Francof.) that the

account of the birth of the Muses from Hesiod's poems (viz., v. 36 67 in our

proem) was sung as a separate hymn ;
and the statement of Aristophanes, the Alex-

andrine grammarian (in the scholia to v. 68), that the ascent of the Muses to

Olympus followed their dances on Helicon.
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neighbourhood of Olympus, and has no particular reference to

the Theogony. For the enumeration contained in it of the sub-

jects sung by the Muses in Olympus, namely, first, songs to all

the gods, ancient and recent, then hymns to Zeus in particular,

and, lastly, songs upon the heroic races and the battle of the

Giants, comprehends the entire range of the Boeotian epic

poetry; nay, even the poems on divination of the school of

Hesiod are incidentally mentioned. 1 This hymn to the Muses

was therefore peculiarly well fitted to serve not only as a sepa-

rate epic song, but, like the longer Homeric hymns, to open the

contest of Boeotian minstrels at any festival.

But the Muses were, according to the statement of this

prooemium,
2 celebrated at the end as well as at the beginning ;

consequently there must have been songs of the Boeotian epic

poets, in which they returned to the Muses from the peculiar

subject of their composition. For a concluding address of this

kind nothing could be more appropriate than that the poet
should address himself to the princes, who were pre-eminent

among the listening crowd, that he should show them how much

they stood in need of the Muses both in the judgment-hall and

in the assemblies of the people, and (which was a main point
with Hesiod) should impress upon their hearts respect for the

deities of poetry and their servants. Precisely of this kind is

the other passage inserted in the original prooemium, v. 75 103,
which would have produced a good effect at the close of the

Theogony ; by bringing back the poetry, which had so long
treated exclusively of the genealogies of the gods, to the realities

of human life ; whereas, in the introduction, the whole passage
is entirely out of place. But this passage could not remain in

the place to which it belongs, viz., after v. 962, because the part

relating to the goddesses who were joined in love with mortal

men was inserted here, in order that the mortal women who
had been loved by gods might follow, and thus the Theogony
be infinitely prolonged. Hence, in making an edition of the

Theogony, in which the pieces belonging to it were introduced

into the series of the poem, nothing remained but to insert the

hymn to the Muses as well as the epilogue in the prooemium ;

1 v. 38. fyu-ewreu rd. r Hurra, rd r tavb^tva. vpf> r' ^6rro. ' v. 34.
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an adaptation which, however, could only have been made in an

age when the true feeling for the ancient epic poetry had nearly

passed away.
1

Lastly, with regard to the relation between the Theogony
and the Works and Days, it cannot be doubted that there is

a great resemblance in the style and character of the two poems ;

but who shall pretend to decide that this resemblance is so

great as to warrant an opinion that these poems were composed

by an individual, and not by a succession of minstrels ? It is,

however, certain that the author of the Theogony and the

author of the Works and Days wish to be considered as the

same person; viz., as the native of Helicon who had been

trained to a country life, and had been endowed by the Muses
with the gift of poetry. Nor can it be doubted that the ori-

ginal Hesiod, the ancestor of this family of poets, really rose to

poetry from the occupations of common life
; although his suc-

cessors may have pursued it as a regular profession. It is

remarkable how the domestic and economical spirit of the poet
of the Works appears in the Theogony, wherever the wide dif-

ference of the subjects permits it ; as in the legend of Prome-

theus and Epimetheus. It is true that this takes a somewhat

different turn in the Theogony and in the Works ; as in the

latter it is the casket brought by Pandora from which proceed

all human ills, while in the former this charming and divinely

endowed maiden brings woe into the world by being the pro-

genitress of the female sex. Yet the ancient bard views the

evil produced by women not in a moral but in an economical

light. He does not complain of the seductions and passions of

which they are the cause, but laments that women, like the

drones in a hive, consume the fruits of others' industry instead

of adding to the sum.

4. It is remarkable that the same school of poetry which

was accustomed to treat the weaker sex in this satiric spirit

should have produced epics of the heroic mythology which pre-

eminently sang the praises of the women of antiquity, and

1 That there was another and wholly different version of the Theogony, which

contained at the end a passage deriving the origin of Hephaestus and Athene from

a contest of Zeus and Here, appears from the testimony of Chrysippus, in Galen

de Hippocratii et Platonis dogm. III. 8, p. 349, seq.
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connected a large part of the heroic legends with renowned

names of heroines. Yet the school of Hesiod might probably
find a motive in existing relations and political institutions for

such laudatory catalogues of the women of early times. The

neighbours of the Boeotians, the Locrians, possessed a nobility

consisting of a hundred families, all of which (according to

Polybius
1

)
founded their title to nobility upon their descent

from heroines. Pindar, also, in the ninth Olympian ode, cele-

brates Protogeneia as the ancestress of the kings of Opus.
That the poetry of this school was connected with the country
of the Locrians also appears from the tradition mentioned by

Thucydides
2 that Hesiod died and was buried in the temple of

Zeus Nemeius, near Oeneon. The district of Oeneon was

bordered by that of Naupactus, which originally belonged to the

Locrians ;
and it cannot be doubted that the grave of Hesiod,

mentioned in the territory of Naupactus,
3
is the same burying-

place as that near Oeueon. Hence it is the more remarkable

that Naupactus was also the birth-place of an epic poem, which

took from it the name of Naupactia, and in which women of

the heroic age were celebrated.
4 From all this it would follow

that it was a Locrian branch of the Hesiodean school of poets

whence proceeded the bard by whom the Eoice were composed.
This large poem, called the Eoite, or the Great Eoiee, (ptyaXai

'Hoiai), took its name from the circumstance that the several

parts of it all began with the words 7) oin, out quails. Five

beginnings of this kind have been preserved which have this in

common, that those words refer to some heroine who, beloved

by a god, gave birth to a renowned hero.5 Thence it appears
that the whole series began with some such introduction as the

1 XII. 5. HI. 95.
* Pausan. IX. 38. 3.

4 Pausanias, X. 38, 6, uses of it the expression finj irfiroiri^va. s ywauas, and

elsewhere the Hesiodean poem is called rd ts ywaiKas $5&/j.ft>a. From single quo-

tations it appears that, in the Naupactia, the daughters of Minyas, as well as

Medea, were particularly celebrated, and that frequent mention was made of the

expedition of the Argonauts.
8 The extant verses (which can be seen in the collection of fragments in Gais-

ford'8 Poetce Minoreg, and other editions) refer to Coronit, the mother of Asclepius

by Apollo, to Antiope, the mother of Zethus and Amphion by Zeus, to Medonict,

the mother of Euphemus by Poseidon, and to Cyrtne, the mother of Aristaeus by

Apollo. The longer fragment relating to Alcmene is explained in the text.
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following :

' Such women never will be seen again as were
those of former times, whose beauty and charms induced even
the gods to descend from Olympus/ Each separate part then

referred to this exordium, being connected with it by the con-

stant repetition of the words jj o'ir\ in the initial verses. The
most considerable fragment from which the arrangement of the

individual parts can be best learnt is the 56 verses which are

prefixed as an introduction to the poem on the shield of

Hercules, and which, as is seen from the first verse, belong to

the Eoias. They treat of Alcmene, but without relating her

origin and early life. The narrative begins from the flight of

Amphitryon (to whom Alcineue was married) from his home,
and her residence in Thebes, where the father of gods and men
descended nightly from Olympus to visit her, and begot

Hercules, the greatest of heroes. Although no complete history
of Alcmene is given, the praise of her beauty and grace, her

understanding, and her conjugal love is a main point with the

poet ;
and we may also perceive from extant fragments of the

continuation of this section of the Eoiae, that in the relation of

the exploits of Hercules, the poet frequently recurred to

Alcmene ;
and her relations with her son, her admiration of

his heroic valour, and her grief at the labours imposed upon

him, were depicted with great tenderness. 1 From this specimen
we may form a judgment of the general plan which was followed

throughout the poem of the Eoi<s.

The inquiry into the character and extent of the Eoia is

however rendered more difficult by the obscurity which notwith-

standing much examination, rests upon the relation of this

poem to the /caraXoyot ywaiKwv, the Catalogues of Women.

For this latter poem is sometimes stated to be the same as the

Eoice ; and for example, the fragment on Alcmene, which, from

its beginning, manifestly belongs to the Eoi<e, is in the Scholia

to Hesiod placed in the fourth book of the Catalogue : some-

times, again, the two poems are distinguished, and the state-

ments of the Eoice and of the Catalogue are opposed to each

1 A beautiful passage, which relates to this point, is the address of Alcmene to

her son, S> TfKvov, TI /u<Xa S-TI (re -irovrjpbTtiTOv KO.\ ILpurrov Zei)s trticvufff irar^p.

On the fragments of this part of the Eoice, see Dorians, vol. I. p. 54> Engl.

Transl.

VOL. I. K
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other.
1 The Catalogues are described as an historical-genea-

logical poem, a character quite different from that of the Eoite,

in which only such women could be mentioned as were beloved

by the gods : on the other hand, the Catalogues resembled the

EOMB, when in the first book it was related that Pandora, the

first woman according to the Legend of the Theogony, bore

Deucalion to Prometheus, from whom the progenitors of the

Hellenic nation were then derived. We are, therefore, com-

pelled to suppose that originally the Eoice and the Catalogues

were different in plan and subject, only, that both were especi-

ally dedicated to the celebration of women of the heroic age,

and that this then caused the compilation of a version in which

both poems were moulded together into one whole. It is also

easy to comprehend how much such poems, by their unconnected

form, would admit of constant additions, supposing only that

they were strung together by genealogies or other links
;
and it

need not, therefore seem surprising that the Eoia, the founda-

tion of which had doubtless been laid at an early period, still

received additions about the 4oth Olympiad. The part which

referred to Cyrene, a Thessalian maid, who was carried off by

Apollo into Libya, and there bore Aristseus, was certainly

not written before the founding of the city of Cyrene in Libya

(Olymp. 37). The entire Mythus could only have originated

with the settlement of the Greeks of Thera, among whom were

noble families of Thessalian origin.

Of the remaining poems which in antiquity went by the

name of Hesiod, it is still less possible to give a complete
notion. The Melampodia is as it were the heroic representa-
tion of that divinatory spirit of the Hesiodean poetry, the

didactic forms of which have been already mentioned. It

treated of the renowned prince, priest, and prophet of the

Argives, Melampus; and as the greater part of the prophets
who were celebrated in mythology were derived from this

Melampus, the Hesiodean poet, with Ins predilection for

1 For example, in the Scholia to A poll. Rhod. II. 181. Moreover, the part of

the Eoiae in which Coronis was celebrated as the mother of Asclepius, was in con-

tradiction with the KaTtiXoyos AfVKiririSwv, in which Arsinoe, the daughter of

Leucippus, according to the Messenian tradition, was the mother of Asclepius, as

appean from SchoL Theogon. 142.
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genealogical connexion, probably did not fail to embrace the

entire race of the Melampodias.

5. The ^Egimius of Hesiod shows by its name that it

treated of the mythical Prince of the Dorians, who, according
to the legend, was the friend and ally of Hercules, whose son

Hyllus he is supposed to have adopted and brought up with his

own two sons Pamphylus and Dyman, a legend which referred

to the distribution of the Dorians into three Phylae or tribes,

the Hylleis, Pamphylians, and Dymanes. The fragments of

this poem also show that it comprehended the genealogical
traditions of the Dorians, and the part of the mythology of

Hercules closely allied to it
; however difficult it may be to

form a well-grounded idea of the plan of this Epos.
An interesting kind of composition attributed to Hesiod are

the smaller epics, in which not a whole series of legends or a

complicated story was described, but some separate event of the

Heroic Mythology, which usually consisted more in bright and

cheerful descriptions than in actions of a more elevated cast.

Of this kind was the marriage of Ceyx, the well-known Prince

of Trachin, who was also allied in close amity with Hercules ;

and a kindred subject, The Epithalamium of Peleus and Thetis.

We might also mention here the Descent of Theseus and

Pirithous into the Infernal Regions, if this adventure of the two

heroes was not merely introductory, and a description of Hades

in a religious spirit the principal object of the poem. We shall

best illustrate this kind of small epic poems by describing the

one which has keen preserved, viz., the Shield of Hercules.

This poem contains merely one adventure of Hercules, his

combat with the son of Ares, Cycnus, in the Temple of Apollo
at Pagasse. It is clear to every reader of the poem that the

first 56 verses are taken out of the Eoia, and only inserted

because the poem itself had been handed down without an in-

troduction. There is no further connexion between these two

parts, than that the first relates the origin of the hero, of whom
the short epic then relates a separate adventure. It would have

been as well, and perhaps better, to have prefixed a brief hymn
to Hercules. The description of the Shield of Hercules is

however far the most detailed part of the poem and that for

which the whole appears to have been composed ; a description
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which was manifestly occasioned by that of the shield of Achilles

in the Iliad, but nevertheless quite peculiar, and executed in the

genuine spirit of the Hesiodean school. For while the reliefs

upon the shield of Achilles are entirely drawn from imagination,

and pure poetical imagination, objects are represented upon the

shield of Hercules which were in fact the first subjects of the

Greek artists who worked reliefs in bronze and other decorative

sculptures.
1 We cannot, therefore, suppose the Shield of Hesiod

to be anterior to the period of the Olympiads, because before

that time nothing was known of similar works of art among
the Greeks. But on the other hand, it cannot be posterior to

the 4Oth Olympiad, as Hercules appears in it armed and

equipped like any other hero ; whereas about this date the

poets began to represent him in a different costume, with the

club and lion's skin.
2 The entire class of these short epics

appears to be a remnant of the style of the primitive bards,

that of choosing separate points of heroic history, in order to

enliven an hour of the banquet, before longer compositions had

1 The shield of Achilles contains, on the prominence in the middle, a representa-

tion of earth, heaven, and sea : then in the next circular band two cities, the one

engaged in peaceable occupations, the other beleaguered by foes : afterwards, in six

departments (which must be considered as lying around concentrically in a third

row), rural and joyous scenes sowing, harvest, vine-picking, a cattle pasture, a

flock of sheep, a choral dance : lastly, in the external circle, the ocean. The poet

takes a delight in adorning this implement of bloody war with the most pleasing

scenes of peace, and pays no regard to what the sculptors of his time were able to

execute. The Hesiodean poet, on the other hand, places in the middle of the shield of

Hercules a terrible dragon (Spd/cojros <f>6^ov), surrounded by twelve twisted snakes,

exactly as the gorgoneum or head of Medusa is represented : on Tyrrhenian shields

of Tarquinii other monstrous heads are similarly introduced in the middle. A battle

of wild boars and lions makes a border, as is often the case in early Greek sculp-

tures and vases. It must be conceived as a narrow band or ring round the middle.

The first considerable row, which surrounds the centre piece in a circle, consists of

four departments, of which two contain warlike and two peaceable subjects. So

that the entire shield contains, as it were, a sanguinary and a tranquil side. In

these are represented the battle of the Centaurs, a choral dance in Olympus, a har-

bour and fishermen, Perseus and the Gorgons. Of these the first and last subjects

are among those which are known to have earliest exercised the Greek artists. An
external row (irrlp airrtuv, v. 237) is occupied by a city at war and a city at peace,
which the poet borrows from Homer, but describes with greater minuteness, and

indeed overloads with too many details. The rim, as in the other shield, is sur-

rounded by the ocean.

See the remarks on Peisander below, ch. IX. 3.
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been formed from them. 1 On the other hand, these short

Hesiodean epics are connected with lyric poetry, particularly
that of Stesichorus, who sometimes composed long choral odes

on the same or similar subjects (as for example, Cycnus), and

not without reference to Hesiod. This close approximation of

the Hesiodean epic poetry and the lyric poetry of Stesichorus

doubtless gave occasion to the legend that the latter was the

son of Hesiod, although he lived much later than the real

founder of the Hesiodean school of poetry.

Of the other names of Hesiodean Poems, which are mentioned

by grammarians, some are doubtful, as they do not occur in

ancient authors, and others do not by their title give any idea

of their plan and subject ;
so that we can make no use of them

in our endeavour to convey a notion of the tone and character

of the Hesiodean poetry.

1 See above, p. 54 (ch. IV. 6).
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CHAPTER IX.

OTHER EPIC POETS.

I. General character of other Epic Poets. i. Cinsethon of Lacedaemon, Eume-

lus of Corinth, Asius of Saraos, Chersias of Orchoinenus. 3. Epic Poems on

Hercules ; the Taking of (Echalia; the Heradea of Peisander of Rhodes.

i. /"I REAT as was the number of poems which iii ancient

vT times passed under the name of Homer, and were

connected in the way of supplement or continuation with the

Iliad and Odyssey, and also of those which were included under

the all-comprehensive name of Hesiod, yet these formed only
about a half of the entire epic literature of the early Greeks.

The hexameter was, for several centuries, the only perfectly

developed form of poetry, as narratives of events of early times

were the general amusement of the people. The heroic mytho-

logy was an inexhaustible mine of subjects, if they were followed

up into the legends of the different races and cities; it was

therefore natural, that in the most various districts of Greece

poets should arise, who, for the gratification of their country-

men, worked up these legends into an epic form, either at-

tempting to rise to an imitation of the Homeric style, or

contenting themselves with the easier task of adopting that of

the school of Hesiod. Most of these poems evidently had

little interest except in their subjects, and even this was lost

when the logographers collected into shorter works the legends
of which they were composed. Hence it happened only occa-

sionally that some learned inquirer into traditionary story took

the trouble to look into these epic poems. Even now it is of

great importance, for mythological researches, carefully to collect

all the fragments of these ancient poems ; such, for example, as

the Phoronit and Danais (the works of unknown authors),

which contained the legends of the earliest times of Argos ;

but, for a history of literature, the principal object of which is

to give a vivid notion of the character of writings, these are
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empty and unmeaning names. There are, however, a few epic

poets of whom enough is known to enable us to form a general
idea of the course which they followed.

2. Of these poets several appear to have made use
of the links of genealogy, in order, like the poet of the

Hesiodean catalogues, to string together fables which were not

connected by any main action, but which often extended over

many generations. According to Pausanias, the works of

Cinrethon the Lacedaemonian, who flourished about the 5th

Olympiad, had a genealogical foundation
; and from the great

pleasure which the Spartans took in the legends of the heroic

age, it is probable that he treated of certain mythical subjects
to which a patriotic interest was attached. His Heraclea, which is

very rarely mentioned, may have referred to the descent of the

DoricPrinces from Hercules; and also his (Edipodia may havebeen

occasioned by the first kings of Sparta, Procles and Eurysthenes,

being, through their mother, descended from the Cadmean king*

of Thebes. It is remarked that the Little Iliad, one of the

Cyclic poems, which immediately followed Homer, was by many
1

attributed to this Cinsethon ; and another Peloponnesian bard,

Eumelus the Corinthian, was named as the author of a second

Cyclic Epos, the Nostoi. Both statements are probably er-

roneous ; at least the authors of these poems must, as members

of that school who imitated and extended the Homeric Epopees,
have adopted an entirely different style of composition from

that required for the genealogical collections of Peloponnesian

legends. Eumelus was a Corinthian of the noble and govern-

ing house of the Bacchaids, and he lived about the time of the

founding of Syracuse (nth Olympiad, according to the com-

monly received date). There were poems extant under his

name, of the genealogical and historical kind
; by which, how-

ever, is not to be understood the later style of converting the

marvels of the mythical period into common history, but only

a narrative of the legends of some town or race, arranged in

order of time. Of this character (as appears also from frag-

ments) were the Corinthiaca of Eumelus, and also, probably,

1 See Schol. Vatic, ad Eurip. Troad. 822. Eumelus (corrupted into Eumolpus)

is called the author of the vtmroi. in Schol. Find. Olymp. XIII. 31.
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the Europia, in -which perhaps a number of ancient legends

were joined to the genealogy of Europa. Nevertheless the

notion among the ancients of the style of Eumelus was not so

fixed and clear as to furnish any certain criterion ; for there was

extant a Titanomachia, as to which Atheuseus doubts whether

it should be ascribed to Eumelus, the Corinthian, or Aretinus,

the Milesian. That there should exist any doubt between

these two claimants, the Cyclic poet who had composed the

dEthiopis, and the author of genealogical epics, only convinces

us how uncertain all literary decisions in this period are, and

how dangerous a region this is for the inquiries of the higher

criticism. Pausanias will not allow anything of Eumelus to be

genuine except a prosodion, or strain, which he had composed
for the Messenians for a sacred mission to the Temple of Delos ;

and it is certain that this epic hymn, in the Doric dialect,

really belonged to those times when Messenia was still inde-

pendent and nourishing, before the first war with the Lacedae-

monians, which began in the 9th Olympiad.
1 Pausanias also

ascribes to Eumelus the epic verses in the Doric dialect, which

were added to illustrate the reliefs on the chest of Cypselus,

the renowned work of ancient art. But it is plain that those

verses were contemporaneous with the reliefs themselves, which

were not made till a century later, under the Government of

the Cypselids at Corinth/ Asms of Samos, often mentioned

1 The passage quoted from it by Pausan. IV. 33. 3.

T<p ykp 'lOwndrq. Ka.Ta.0vfj.ios IjrXero Motffo,

A Ka.0a.pa. Kal tXtv&epa fa/tar' (?) fxov<ra>

appears to say that the muse of Eumelus, which had composed the Prosodion, had

also pleased Zeus Ithomatas; that is, had gained a prize at the musical contests

among the Ithomseans in Messenia.
1 Pausanias proceeds on the supposition that this chest was the very one in which

the little Cypselus was concealed from the designs of the Bacchiads by his mother

Labda, which was afterwards, in memory of this event, dedicated by the Cypselids
at Olympia. But not to say that this whole story is not an historical fact, but pro-

bably arose merely from the etymology of the word KityeXoj (from /cu^Aij, a chest),

it is quite incredible that a box so costly and so richly adorned with sculptures
should have been used by Labda as an ordinary piece of furniture. It is far more

probable that the Cypselids, at the time of their power and wealth (after Olymp.

30), had this chest made among other costly offerings, in order to be dedicated at

Olympia, meaning, at the same time, by the name of the chest (nvj<t\rf quite in

the manner of the enM&nies parlans on Greek coins to allude to themselves as

donors. Another argument is, that Hercules was distinguished on it by a peculiar

costume (trxnn -) ;
and therefore was not, as in Hesiod's shield, represented in the

common heroic accoutrements.
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by Pausanias, was a third genealogical epic poet. His poems
referred chiefly to his native country, the Ionian island of

Samos ; and he appears to have taken occasion to descend to his

own time ;
as in the glowing and vivid description of the

luxurious costume of the Samians at a festival procession to

the temple of their guardian goddess, Here. Chersias, the

epic poet of Orchomenus, collected Boeotian legends and

genealogies : he was, according to Plutarch, a contemporary of

the Seven Wise Men, and appears, from the monumental in-

scription above mentioned, to have been a great admirer and

follower of Hesiod.

3. While by efforts of this kind nearly all the heroes

(whose remembrance had been preserved in popular legends)

obtained a place in this endlessly extensive epic literature, it is

remarkable that the hero on whose name half the heroic

mythology of the Greeks depends, to whose mighty deeds (in a

degree far exceeding those of all the Achaian heroes before

Troy) every race of the Greeks seems to have contributed its

share, that Hercules should have been celebrated by no epic

poem corresponding to his greatness. Even the two Homeric

epopees furnish some measure of the extent of these legends, and

at the same time make it probable that it was usual to compose
short epic poems from single adventures of the wandering hero;

and of this kind, probably, was the Taking of (Echalia which

Homer, according to a well-known tradition, is supposed to have

left as a present to a person joined to him by ties of hospitality,

Creophylus of Samos, who appears to have been the head of a

Samian family of rhapsodists. The poem narrated how Her-

cules, in order to avenge an affront early received by him from

Eurytus and his sons, takes (Echalia, the city of this prince,

slays him and his sous, and carries off his daughter lole, as the

spoil of war. This fable is so far connected with the Odyssey

that the bow which Ulysses uses against the suitors is derived

from this Eurytus, the best archer of his time. This may
have been the reason that very early Homerids formed of this

subject a separate epos, the execution of which does not appear

to have been unworthy of the name of Homer.

Other portions of the legends of Hercules had found a place

in the larger poems of Hesiod, the Eoia, the Catalogues, and

the short epics ; and Cintethon the Lacedaemonian may have
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brought forward many legends little known before his time.

Yet this whole series of legends wanted that main feature which

every one would now collect from poets and works of art. This

conception of Hercules could not arise before his contests with

animals were combined from the local tales separately related

of him in Peloponnesus, and were embellished with all the

ornaments of poetry. Hence, too, he assumed a figure dif-

ferent from that of all other heroes, as he no longer seemed to

want the brazen helmet, breast-plate, and shield, or to require

the weapons of heroic warfare, but trusting solely to the im-

mense strength of his limbs, and simply armed with a club, and

covered with the skin of a lion which he had slain, he exercises

a kind of gymnastic skill in slaying the various monsters which

he encounters, sometimes exhibiting rapidity in running and

leaping, sometimes the highest bodily strength in wrestling and

striking. The poet who first represented Hercules in this

manner, and thus broke through the monotony of the ordinary
heroic combats, was Peisander, a Rhodian, from the town of

Cameirus, who is placed at the 33rd Olympiad, though he pro-

bably flourished somewhat later. Nearly all the allusions in

his Heraclea may be referred to those combats, which were

considered as the tasks imposed on the hero by Eurystheus, and

which were properly called 'HpaicXtouc a0Aoi. It is, indeed,

very probable that Peisander was the first who fixed the num-
ber of these labours at twelve, a number constantly observed by
later writers, though they do not always name the same exploits,

and which had moreover established itself in art at least as

early as the time of Phidias (on the temple of Olympia). If

the first of these twelve combats have a somewhat rural and

Idyllian character, the later ones afforded scope for bold imagi-
nations and marvellous tales, which Peisander doubtless knew
how to turn to account

; as, for example, the story that Her-

cules, in his expedition against Geryon, was carried over the

ocean in the goblet of the Sun, is first cited from the poem of

Peisander. Perhaps he was led to this invention by symbols of

the worship of the Sun, which existed from early times in

Rhodes. It was most likely the originality, which prevailed

with equal power through the whole of this not very long poem,
that induced the Alexandrian grammarians to receive Peisander,
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together with Homer and Hesiod, into the epic canon, an
honour which they did not extend to any other of the poets
hitherto mentioned.

Thus the Greek Epos, which seemed, from its genealogical

tendency, to have acquired a dry and sterile character, now ap-

peared once more animated with new life, and striking out new

paths. Nevertheless it may be questioned whether the epic

poets would have acquired this spirit if they had never moved

out of the beaten track of their ancient heroic song, and if other

kinds of poetry had not arisen and revealed to the Greeks the

latent poetical character of many other feelings and impressions

besides those which prevailed in the epos. We now turn to

those kinds of poetry which first appear as the rivals of the

epic strains.
1

1 Some epic poems of the early period, as theMinyis, Alcmceonit, and Thesprotia,

will be noticed in the chapter on the poetry connected with the Mysteries.
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CHAPTER X.

THE ELEGY AND THE EPIGRAM.

r . Exclusive prevalence of Epic Poetry, in connexion with the monarchical period ;

influence of the change in the forms of Government upon Poetry. i. Elegeion,

its meaning ; origin of Elegos ; plaintive songs of Asia Minor, accompanied by
the flute; mode of Recitation of the Elegy. 3. Metre of the Elegy. 4. Po-

litical and military tendency of the Elegy as composed by Callinus
;
the circum-

stances of his time. 5. Tyrtseus, his Life; occasion and subject of his Eltgy

of Eunomia. 6. Character and mode of recitation of the Elegies of Tyrtaeua.

7. Elegies of Archilochus, their reference to Banquets ;
mixture of convivial

jollity (Asius). 8. Plaintive Elegies of Archilochus. 9. Mimnermus ;
his

Elegies; the expression of the impaired strength of the Ionic nation. 10.

Luxury a consolation in this state; the Nanno of Mimnermus. n. Solon's

character; his Eltgy of Scdamis. 12. Elegies before and after Solon's Legis-

lation; the expression of his political feeling; mixture of Gnomic Passages

(Phocylides). 13. Elegies of Theognis ;
their original character. 14. Their

origin in the political Revolutions of Megara. 15. Their personal reference

to the Friends of Theognis. 16. Elegies of Xenophanes; their philosophical

tendency. 17. Elegies of Simonides on the Victories of the Persian War;
tender and pathetic spirit of his Poetry ; general View of the course of Elegiac

Poetry. 18. Epigrams in elegiac form; their Object and Character; Simo-

nides, as a composer of Epigrams.

i. TTNTIL the beginning of the seventh century before our

\J era, or the 2Oth Olympiad, the epic was the only kind

of poetry in Greece, and the hexameter the only metre which

had been cultivated by the poets with art and diligence. Doubt-

less there were, especially in connexion with different worships,
strains of other kinds and measures of a lighter movement,

according to which dances of a sprightly character could be

executed ; but these as yet did not form a finished style of

poetry, and were only rude essays and undeveloped germs of

other varieties, which hitherto had only a local interest, confined

to the rites and customs of particular districts. In all musical

and poetical contests the solemn and majestic tone of the epopee
and the epic hymn alone prevailed ; and the soothing placidity

which these lays imparted to the mind was the only feeling
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which had found its satisfactory poetical expression. As yet
the heart, agitated by joy and grief, by love and anger, could

not give utterance to its lament for the lost, its longing after the

absent, its care for the present, in appropriate forms of poetical

composition. These feelings were still without the elevation

which the beauty of art can alone confer. The epopee kept the

mind fixed in the contemplation of a former generation of

heroes, which it could view with sympathy and interest, but

not with passionate emotion. And although in the economical

poem of Hesiod the cares and sufferings of the present time

furnished the occasion for an epic work, yet this was only a

partial descent from the lofty career of epic poetry ; for it im-

mediately rose again from this lowly region, and taking a sur-

vey of things affecting not only the entire Greek nation but the

whole of mankind, celebrated in solemn strains the order of

the universe and of social life, as approved by the Gods.

This exclusive prevalence of epic poetry was also doubtless

connected with the political state of Greece at this time. It

has been already remarked 1 how acceptable the ordinary sub-

jects of the epic poems must have been to the princes who de-

rived their race from the heroes of the mythical age, as was the

case with all the royal families of early times. This rule of

hereditary princes was the prevailing form of government in

Greece, at least up to the beginning of the Olympiads, and

from this period it gradually disappeared ; at an earlier date

and by more violent revolutions among the lonians, than among
the nations of Peloponnesus. The republican movements, by
which the princely families were deprived of their privileges,

could not be otherwise than favourable to a free expression of

the feelings, and in general to a stronger development of each

man's individuality. Hence the poet, who, in the most perfect

form of the epos, was completely lost in his subject, and was

only the mirror in which the grand and brilliant images of the

past were reflected, now comes before the people as a man with

thoughts and objects of his own ; and gives a free vent to the

struggling emotions of his soul in elegiac and iambic strains.

As the elegy and the iambus, those two contemporary and cog-

i
Chap. IV. I, 2.
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nate species of poetry, originated with Ionic poets, and (as far as

we are aware) with citizens of free states ; so, again, the remains

and accounts of these styles of poetry furnish the best image
of the internal condition of the Ionic states of Asia Minor

and the Islands in the first period of their republican consti-

tution.

2, The word elegeion, as used by the best writers, like the

word epos, refers not to the subject of a poem, but simply to its

form. In general the Greeks, in dividing their poetry into

classes, looked almost exclusively to its metrical shape; but

in considering the essence of the Greek poetry we shall not be

compelled to depart from these divisions, as the Greek poets

always chose their verse with the nicest attention to the feelings

to be conveyed by the poem. The perfect harmony, the

accurate correspondence of expression between these multi-

farious metrical forms and the various states of mind required

by the poem, is one of the remarkable features of the Grecian

poetry, and to which we shall frequently have occasion to ad-

vert. The word t\yeiov, therefore, in its strict sense, means

nothing more than the combination of an hexameter and a

pentameter, making together a distich
;
and an elegeia (eAcya'a)

is a poem made of such verses. The word elegeion is, however,
itself only a derivative from a simpler word, the use of which

brings us nearer to the first origin of this kind of poetry.

Elegos (jXcyoc) means properly a strain of lament, without any
determinate reference to a metrical form ; thus, for example, in

Aristophanes, the nightingale sings an elegos for her lost Itys ;

and in Euripides, the halcyon, or kingfisher, sings an elegos for

her husband Ceyx j

1
in both which passages the word has this

general sense. The origin of the word can hardly be Grecian,
since all the etymologies of it which have been attempted seem

very improbable ;

: on the other hand, if it is borne in mind,
how celebrated among the Greeks the Carians and Lydians
were for laments over the dead, and generally for songs of a

'

.:

:.

..

::.

:

->

1
Aristoph. Av. 118. Eurip. fph. Taur. 1061.

* The most favourite is the derivation from I t \{yfu> ;
but \yu> is here an im-

proper form, and ought in this connexion to be \byos. The entire composition w,

moreover, very strange.
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melancholy cast/ it will seem likely that the lonians, together
with ditties and tunes of this kind, also received the word elegos
from their neighbours of Asia Minor.

However great the interval may have been between these
Asiatic dirges and the elegy as embellished and ennobled by
Grecian taste, yet it cannot be doubted that they were in fact

connected. Those laments of Asia Minor were always accom-

panied by the flute, which was of great antiquity in Phrygia and
the neighbouring parts, but which was unknown to the Greeks
in Homer's time, and in Hesiod only occurs as used in the

boisterous strain of revellers, called Comos? The elegy, on the

other hand, is the first regularly cultivated branch of Greek

poetry, in the recitation of which the flute alone, and neither

the cithara nor lyre, was employed. The elegiac poet Mim-
nermus (about Olympiad 40, 620 B.C.), according to the testimony
of Hipponax,

3

nearly as ancient as himself, played on the flute

the KftaSiris VOJJLOQ ; that is, literally,
' the fig-branch strain/ a

peculiar tune, which was played at the Ionic festival of Thar-

gelia, when the men appointed to make atonement for the sins

of the city were driven out with fig branches. Nanno, the be-

loved of Mimnermus, was a flute player, and he, according to

the expression of a later elegiac poet, himself played on the

lotus-wood flute, and wore the mouthpiece (the <op/3cia) used

by the ancient flute players when, together with his mistress,

he led a comos.4 And in entire agreement with this the elegiac

poet Theognis says, that his beloved and much praised Cyrnus,
carried by him on the wings of poetry over the whole earth,

1 Carian and Lydian laments are often mentioned in antiquity (Franch Callinus,

p. 123, seq.) ;
and the autispastic rhythm

v ~
", in which there is something dis-

pleasing and harsh, was called /ca/H/cds ;
which refers to its use in laments of this

kind. It is also very probable that the word vrjvla came from Asia Minor (Pollux

IV. 79), and was brought by the Tyrrhenians from Lydia to Etruria, and thence

to Rome,
3
Above, chap. III. 5-

8 In Plutarch de Musicd, c. IX. comp. Hesych. in KpaSi^ v6/j.os.

4
This, according to the most probable reading, is the meaning of the passage of

Hermesianax in Athen. XIII. p. 598 A. Kai'ero plv Nawoi/s, iroXty 5' ttri iro\-

Xd/a \WT<p K-rjfjLwdeh (according to an emendation in the Classical Journal, VII.

p. 238); Kibfiovs <rTi'xe ffvve^avvuv (the latter words according to Schweighaeuser's

reading) .
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would he present at all banquets, as young men would sing of

him eloquently to the clear tone of little flutes.
1

Nevertheless, we are not to suppose that elegies were from

the beginning intended to be sung, and to be recited like lyric

poems in the narrower sense of the word. Elegies, that is distichs,

were doubtless accompanied by the flute before varied musical

forms were invented for them. This did not take place till

some time after Terpander the Lesbian, who set hexameters to

music, to be sung to the cithara, that is, probably, not before

the 4Oth Olympiad.
2

When the Amphictyons, after the conquest of Crissa, cele-

brated the Pythian games (Olymp. 47, 3. B.C. 590), Echem-

brotus the Arcadian came forward with elegies, which were in-

tended to be sung to the flute : these were of a gloomy, plain -

tive character, which appeared to the assembled Greeks so little

in harmony with the feeling of the festival, that this kind of

musical representations was immediately abandoned.3 Hence it

may be inferred that in early times the elegy was recited rather

in the style of the Homeric poems, in a lively tone, though

probably with this difference, that where the Homerid used the

cithara, the flute was employed, for the purpose of making a
short prelude and occasional interludes.

4 The flute, as thus

applied, does not appear alien to the warlike elegy of Callinus :

among the ancients in general the varied tones of the flute
5

were not considered as necessarily having a peaceful character.

Not only did the Lydian armies march to battle, as Herodotus

states, to the sound of flutes, masculine and feminine
;
but the

Spartans formed their militai'y music of a large number of

flutes, instead of the cithara, which had previously been used.

From this however we are not to suppose that the elegy was

1
Theognis, v. 137, ttq.

8 Plutarch, de Musicd, III. 4, 8.

8 Pausan. X. 7, 3. From the statement of Chamaeleon in Athen. XIV. p. 620,

that the poems of Mimnermus as well as those of Homer were set to music (jteXy-

dri0i)i>a.i), it may be inferred that they were not so from the beginning.
4 Archilochus says $8uv inr avXtfrripot, probably in reference to an elegy (Schol.

Aristoph. Av. 1428) ;
and Solon is stated to have recited his Elegy of Salamis ifbwv ;

but in these passages if&wv, as in the case of Homer, probably expresses a measured

style of recitation like that of a rhapsodist : above, ch. IV. 3 (p. 44). Compare
also Philochorus ap. Athen. XIV. 630.

3
n<Lfj.<t>wvoi cu'Xoi, Pindar.
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ever suiig by an army on its march, or advance to the fight, for

which purpose neither the rhythm nor the style of the poetry
is at all suited. On the contrary, we shall find in Tyrtaeus,

Archilochus, Xenophanes, Anacreon, and especially in Theognis,
so many instances of the reference of elegiac poetry to banquets,

that we may safely consider the convivial meeting, and especi-

ally the latter part of it, called Comos, as the appropriate
occasion for the Greek elegy.

1

3. That the elegy was not originally intended to make a

completely different impression from the epic poem, is proved

by the slight deviation of the elegiac metre from the epic hexa-

meter. It seems as if the spirit of art, impatient of its narrow

limits, made with this metre its first timid step out of the hal-

lowed precinct. It does not venture to invent new metrical forms,

or even to give a new turn to the solemn hexameter, by annexing
to it a metre of a different character : it is contented simply to

remove the third and the last thesis from every second hexameter;
2

and it is thus able, without destroying the rhythm, to vary the

form of the metre in a highly agreeable manner. The even

and regular march of the hexameter is thus accompanied by the

feebler and hesitating gait of the pentameter. At the same

time, this alternation produces a close union of two verses,

which the hexametrical form of the epos, with its uninterrupted

flow of versification, did not admit ;
and thus gives rise to a

kind of small strophes. The influence of this metrical cha-

racter upon the structure of the sentences, and the entire tone

of the language, must evidently have been very great.

4. Into the fair form of this metre the Ionic poets breathed

a soul, which was vividly impressed with the passing events,

and was driven to and fro by the alternate swelling and flowing

of a flood of emotions. It is by no means necessary that

lamentations should form the subject of the elegy, still less that

it should be the lamentation of love; but emotion is always

essential to it. Excited by events or circumstances of the

1 The flute is described as used at the Comus in the passage of Hesiod cited

above, p. 29 (ch. III. 5).
*
Thus, in the first lines of the Iliad and the Odyssey, by omitting the thesis of

the third and sixth feet, a perfect elegiac pentameter is obtained.

"A.v5pa not, Iweirf MoO|<ra vo\\vrp6ifov 6s /xdXa ToXjXd.

VOL. I. L
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present time and place, the poet in the circle of his friends and

countrymen pours forth his heart in a copious description of

his experience, in the unreserved expression of his fears and

hopes, in censure and advice. And as the commonwealth was

in early times the first thought of every Greek, his feelings

naturally gave rise to the political and warlike character of the

elegy, which we first meet with in the poems of Callinus.

The age of CALLINUS OF EPHESUS is chiefly fixed by the

allusions to the expeditions of the Cimmerians and Treres,

which occurred in his poems. The history of these incursions

is, according to the best ancient authorities, as follows : The

nation of the Cimmerians, driven out by the Scythians, appeared
at the time of Gyges in Asia Minor

;
in the reign of Ardys

(Olymp. 25, 3 37, 4; or 678 29 B.C.) they took Sardis, the

capital of the Lydian kings, with the exception of the citadel,

and then, under the command of Lygdamis, moved against

Ionia ; where in particular the temple of the Ephesian Artemis

was threatened by them. Lygdamis perished in Cilicia. The

tribe of the Treres, who appear to have followed the Cimmerians

on their expedition, captured Sardis for the second time in union

with the Lycians, and destroyed [Magnesia on the Mseander,
which had hitherto been a flourishing city, and, with occasional

reverses, had on the whole come off superior in its wars with

the Ephesians. These Treres, however, under their chieftain

Cobus, were (according to Strabo) soon driven back by the

Cimmerians under the guidance of Madys. Halyattes, the

second successor of Ardys, at last succeeded in driving the

Cimmerians out of the country, after they had so long

occupied it. (Olymp. 40, 4 55, i ; 617 560 B.C.) Now
the lifetime of Callinus stands in relation to these events thus :

he mentioned the advance of the formidable Cimmerians and

the destruction of Sardis by them, but described Magnesia as

still flourishing and as victorious against Ephesus, although he

also knew of the approach of the Treres. 1 In such perilous

1 Two fragments of Callinus prove this

NOv 6" firi K.tfj.fj.epiwv <rr/>or6j tp^frai oppi/jLOfpywr,
and

Tpjptat AvSpat 4-ywr.

Everything else stated in the text is taken from the precise accounts of Herodotus

and Strabo. Pliny's story of the picture of Bularchus '

Magnetum excidium,'
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times, when the Ephesians were not only threatened with sub-

jugation by their countrymen in Magnesia, but with a still

worse fate from the Cimmerians and Treres, there was doubt-

less no lack of unwonted inducements for the exertion of every
nerve. But the lonians were already so softened by their long
intercourse with the Lydians, a people accustomed to all the

luxury of Asia, and by the delights of their beautiful country,
that even on such an occasion as this they would not break

through the indolence of their usual life of enjoyment. It is

easy to see how deep and painful the emotion must have been

with which Callinus thus addresses his countrymen :

' How
long will you lie in sloth ? when will you, youths, show a

courageous heart ? are you not ashamed that the neighbouring
nations should see you sunk in this lethargy ? You think in-

deed that you are living in peace; but war overspreads the

whole earth/ 1

The fragment which begins with the expressions just cited,

the only considerable remnant of Callinus, and even that an

imperfect one,
2
is highly interesting as the first specimen of a

kind of poetry in which so much was afterwards composed both

by Greeks and Romans. In general the character of the

elegy may be recognized, as it was determined by the metre,

and as it remained throughout the entire literature of antiquity.

The elegy is honest and straightforward in its expression; it

marks all the parts of its picture with strong touches, and is

fond of heightening the effect of its images by contrast. Thus

in the verses just quoted Callinus opposes the renown of the

brave to the obscurity of cowards. The pentameter itself,

being a subordinate part of the metre, naturally leads to an

expansion of the original thought by supplementary or explana-

tory clauses. This diffuseness of expression, combined with the

excited tone of the sentiment, always gives the elegy a certain

degree of feebleness which is perceptible even in the martial

being bought for an equal weight of gold by Candaules, the predecessor of Gyges,

must be erroneous. Probably some other Lydian named Candaules is confounded

with the old king.
1
Gaisford, Poetce Minor-es, vol. I. p. 426.

* It is even doubtful whether the part of this elegiac fragment in Stobseus which

follows the hiatus, in fact belongs to Callinus, or whether the name of Tyrtaeus has

not fallen out.

L 2



148 THE ELEGY AND THE EPIGRAM.

songs of Callinus and Tyrtseus. On the other hand, it is to be

observed that the elegy of Callinus still retains much of the

fuller tone of the epic style ; it does not, like the shorter

breath of later elegies, confine itself within the narrow limits of

a distich, and require a pause at the end of every pentameter ;

but Callinus in many cases comprehends several hexameters and

pentameters in one period, without caring for the limits of the

verses : in which respect the earlier elegiac poets of Greece

generally imitated him.

5. "With Callinus we will connect his contemporary

TYRT^US, probably a few years younger than himself. The

age of Tyrtseus is determined by the second Messenian war, in

which he bore a part. If with Pausanias this war is placed

between Olymp. 23, 4, and 28, i (685 and 668 B.C.), Tyrtseus

would fall at the same time as, or even earlier than, the cir-

cumstances of the Cimmerian invasion mentioned by Callinus ;

and we should then expect to find that Tyrtseus, and not

Callinus, was considered by the ancients as the originator of

the elegy. As the reverse is the fact, this reason may be

added to others for thinking that the second Messenian war did

not take place till after the 3Oth Olympiad (660 B.C.), which

must be considered as the period at which Callinus nourished.

We certainly do not give implicit credit to the story of later

writers that Tyrtseus was a lame schoolmaster at Athens, sent

out of insolence by the Athenians to the Spartans, who at the

command of an oracle had applied to them for a leader in the

Messenian war. So much of this account may, however, be

received as true, that Tyrtseus came from Attica to the Lacedse-

monians ; the place of his abode being, according to a precise

statement, Aphidnse, an Athenian town, which is placed by the

legends about the Dioscuri in very early connexion with

Laconia. If Tyrtseus came from Attica, it is easy to under-

stand how the elegiac metre which had its origin in Ionia

should have been used by him, and that in the very style of

Callinus. Athens was so closely connected with her Ionic

colonies, that this new kind of poetry must have been soon

known in the mother city. This circumstance would be far

more inexplicable if Tyrtseus had been a Lacedsemonian by

birth, as was stated vaguely by some ancient authors. For

although Sparta was not at this period a stranger to the
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efforts of the other Greeks in poetry and music, yet the

Spartans with their peculiar modes of thinking would not have

been very ready to appropriate the new invention of the

lonians.

Tyrtseus came to the Lacedaemonians at a time when they
were not only brought into great straits from without by the

boldness of Aristomenes, and the desperate courage of the Mes-

senians, but the state was also rent with internal discord. The

dissensions were caused by those Spartans who had owned

lands in the conquered Messenia : now that the Messenians

had risen against their conquerors, these lands were either in

the hands of the enemy, or were left untilled from fear that

the enemy would reap their produce ;
and hence the proprietors

of them demanded with vehemence a new division of lands

the most dangerous and dreadful of all measures in the ancient

republics. In this condition of the Spartan commonwealth

Tyrtseus composed the most celebrated of his elegies, which,

from its subject, was called Eunomia, that is,
'

Justice/ or

'Good Government/ (also Politeia, or 'The Constitution').

It is not difficult, on considering attentively the character of

the early Greek elegy, to form an idea of the manner in which

Tyrtseus probably handled this subject. He doubtless began
with remarking the anarchical movement among the Spartan

citizens, and by expressing the concern with which he viewed

it. But as in general the elegy seeks to pass from an excited

state of the mind through sentiments and images of a miscel-

laneous description to a state of calmness and tranquillity, it

may be conjectured that the poet in the Eunomia made this

transition by drawing a picture of the well-regulated constitu-

tion of Sparta, and the legal existence of its citizens, which,

founded with the divine assistance, ought not to be destroyed

by the threatened innovations
;
and that at the same time he

reminded the Spartans, who had been deprived of their lands

by the Messenian war, that on their courage would depend the

recovery of their possessions and the restoration of the former

prosperity of the state. This view is entirely confirmed by the

fragments of Tyrtseus, some of which are distinctly stated to

belong to the Eunomia. In these the constitution of Sparta is

extolled, as being founded by the power of the gods ;
Zeus

himself having given the country to the Heracleids, and the
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power having been distributed in the justest manner, according

to the oracles of the Pythian Apollo, among the kings, the

gerons in the council, and the men of the commonalty in the

popular assembly.
6. But the Eunomia was neither the only nor yet the first

elegy in which Tyrtaeus stimulated the Lacedaemonians to a

bold defence against the Messeniaris. Exhortation to bravery

was the theme which this poet took for many elegies,
1 and

wrote on it with unceasing spirit and ever-new invention.

Never was the duty and the honour of bravery impressed on

the youth of a nation with so much beauty and force of lan-

guage, by such natural and touching motives. In this we per-

ceive the talent of the Greeks for giving to an idea the outward

and visible form most befitting it. In the poems of Tyrtaeus

we see before us the determined hoplite firmly fixed to the

earth, with feet apart, pressing his lips with his teeth, holding

his large shield against the darts of the distant enemy, and

stretching out his spear with a strong hand against the nearer

combatant. That the young, and even the old, rise up and

yield their places to the brave
;

that it beseems the youthful
warrior to fall in the thick of the fight, as his form is beautiful

even in death, while the aged man who is slain in the first

ranks is a disgrace to his younger companion from the un-

seemly appearance of his body : these and similar topics are

incentives to valour which could not fail to make a profound

impression on a people of fresh feeling and simple character,

such as the Spartans then were.

That these poems (although the author of them was a

foreigner) breathed a truly Spartan spirit, and that the Spartans
knew how to value them, is proved by the constant use made
of them in the military expeditions. When the Spartans were

on a campaign, it Mas their custom, after the evening meal,

when the paean had been sung in honour of the Gods, to recite

these elegies. On these occasions the whole mess did not join

in the chant, but individuals vied with each other in repeating
the verses in a manner worthy of their subject. The successful

1 Called 'Ta-0077/tat 8t* t\eydat (Suidas) ;
f. e. Lessons and exhortations in elegiac

verae.
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competitor then received from the polemarch or commander a

larger portion of meat than the others, a distinction suitable to

the simple taste of the Spartans. This kind of recitation was
so well adapted to the elegy, that it is highly probable that

Tyrtseus himself first published his elegies in this manner. The
moderation and chastened enjoyment of a Spartan banquet
were indeed requisite, in order to enable the guests to take

pleasure in so serious and masculine a style of poetry : among
guests of other races the elegy placed in analogous circum-

star.ces naturally assumed a very different tone. The elegies of

Tyrtaeus were, however, never sung on the march of the army
and in the battle itself; for these a strain of another kind was

composed by the same poet, viz., the anapaestic marches, to

which we shall incidentally revert hereafter.

7 After these two ancient masters of the warlike elegy,

we shall pass to two other nearly contemporary poets, who have

this claracteristic in common, that they distinguished them-

selves still more in iambic than in elegiac poetry. Henceforward

this union often appears : the same poet who employs the elegy
to express his joyous and melancholy emotions, has recourse to

the iambus where his cool sense prompts him to censure the

follies o:' mankind. This relation of the two metres in question

is perceptible in the two earliest iambic poets, ARCHILOCHUS

and SIMONIDES OF AMOROUS. The elegies of Archilochus (of

which considerable fragments are extant, while of Simonides

we only know that he composed elegies) had nothing of that

bitto* spirit of which his iambics were full, but they contain

the rank expression of a mind powerfully affected by outward

circimstances. Probably these circumstances were in great

part connected with the migration of Archilochus from Paros to

Thaos, which by no means fulfilled his expectations, as his

iamlics show. Nor are his elegies quite wanting in the war-

like spirit of Callinus. Archilochus calls himself the servant of

the 3rod of War and the disciple of the Muses ;' and praises

the node of fighting of the brave Abantes in Eubcea, who en-

gagd man to man with spear and sword, and not from afar

1
Ei'/u 8' yw Qfpdiruv i^v 'Evva\ioio Hvaicros

Kai Jiovffitw tpa.rbv Sapor firHrrdfJifvot.
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\vith arrows and slings; perhaps, from its contrast with the

practice of their Thracian neighbours who, probably, greatly an-

noyed the colonists in Thasos by their wild and tumultuary
mode of warfare.

1 But on the other hand, Archilochus avows,

without much sense of shame, and with an indifference which

first throws a light on this part of the Ionic character, that one

of the Saians (a Thracian tribe, with whom the Thasians were

often at war) may pride himself in his shield, which he had

left behind him in some bushes ; he has saved his life, and will

get a shield quite as good some other time.
2 In other frag-

ments, Archilochus seeks to banish the recollections of his

misfortunes by an appeal to steady patience, and by the con-

viction that all men are equal sufferers
;
and praises wine as

the best antidote to care.
3

It was evidently very naturtl that

from the custom already noticed among the Spartins, of

singing elegies after drinking parties (avpTroaia), there should

arise a connexion between the subject of the poem and the

occasion on which it was sung; and thus wine and the jleasures

of the feast became the subject of the elegy. Symposiac elegies

of this kind were, at least in later times, after the Persian war,

also sung at Sparta, in which, with all respect for the *ods and

heroes, the guests were invited to drinking and merriment, to

the dance and the song ; and, in the genuine Spartan feeling,

the man was congratulated who had a fair wife at home.4

Among the lonians the elegy naturally took this turn at a

much earlier period, and all the various feelings excited b; the

use of wine, in sadness or in mirth, were doubtless firs ex-

pressed in an elegiac form. It is natural to expect tha the

praise of wine was not dissociated from the other ornameit of

Ionic symposia, the Hetaerae (who, according to Greek mamers,
were chiefly distinguished from virgins or matrons by their

1
Gaiaford, Poet. Gr. Min. frag. 4.

* Ib. frag. 3.
3
Frag. i. v. 5 ;

and fag. 7.

4 It is clear that the elegy of Ion of Chios, the contemporary of Perick, of

which Athen. XI. p. 463, has preserved five distichs, was sung in Sparta or n the

Spartan camp : and moreover, at the royal table (called by Xenophon the 6a/xria) .

For Spartans alone could have been exhorted to make libations to Hercules, t> Alc-

mene, to Procles, and to the Perseids. The reason why Procles alone is mentoned,

without Eurysthenes (the other ancestor of the kings of Sparta), can only b< that

the king saluted in the poem (x.atP^TU Tintrtpot /9a<rtXei)j crwrijp rt far-ftp re) ras. a

Proclid that is, from the date, probably, Archidamus.
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participation in the banquets of men) ; and there is extant a

distich of a symposiac elegy of Archilochus, in which ' the

hospitable Pasiphile, who kindly receives all strangers, as a wild

fig-tree feeds many crows/ is ironically praised ; in relation to

which an anecdote is preserved by Athenseus. 1 This convivial

elegy was allowed to collect all the images fitted to drive away
the cares of life, and to pour a serene hilarity over the mind.

Hence it is probable that some beautiful verses of the Ionic

poet Asius of Samos (already mentioned among the epic poets),

belonged to a poem of this kind
;

in which a parasite, forcing

himself upon a marriage feast, is described with Homeric

solemnity and ironical seriousness, as the maimed, scarred, and

gray-haired adorer of the fragrancy of the kitchen, who comes

unbidden, and suddenly appears among the guests a hero rising

from the mud.2

8. This joyous tone of the elegy, which sounded in the

verses of Archilochus, did not however hinder this poet from also

employing the same metre for strains of lamentation. This ap-

plication of the elegy is so closely connected with its origin

from the Asiatic elegies, that it probably occurred in the verses

of Callinus
;

it must have come from the Ionic coast to the

islands, not from the islands to the Ionic coast. An elegy of

this kind, however, was not a threnos, or lament for the dead,

sung by the persons who accompanied the corpse to its burial

place : more probably it was chanted at the meal (called

TTpi$Enrvoi>) given to the kinsmen after the funeral, in the same

manner as elegies at other banquets. In Sparta also an elegy

was recited at the solemnities in honour of warriors who had

fallen for their country. A distich from a poem of this kind,

preserved by Plutarch, speaks of those whose only happiness

either in life or death consisted in fulfilling the duties of both.

Archilochus was induced by the death of his sister's husband, who

had perished at sea, to compose an elegy of this description, in

which he expressed the sentiment that he would feel less sorrow

at the event if Hephaestus had performed his office upon the

head and the fair limbs of the dead man, wrapt up in white

1
Fragm. 44.

8 Athen. III. 125. The earliest certain example of parody, to which we will

return in the next chapter. On Aaius, see above, ch. IX.
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linen ; that is to say, if he had died on land, and had been burnt

on a funeral pile.
1

9. Even in the ruins in which the Greek elegy lies before

us, it is still the best picture of the race among which it chiefly

flourished, viz., the Ionian. In proportion as this race of the

Greeks became more unwarlike and effeminate, the elegy was

diverted from subjects relating to public affairs and to struggles

for national independence. The elegies of MIMNERMUS were

indeed in great part political ; full of allusions to the origin and

early history of his native city, and not devoid of the expres-

sion of noble feelings of military honour ; but these patriotic

and martial sentiments were mingled with vain regrets and

melancholy, caused by the subjection of a large part of Ionia,

and especially of the native city of Mimnermus, to the Lydian

yoke. Mimnermus flourished from about the 37th Olympiad

(634 B.C.) until the age of the Seven Wise Men, about Olymp.

45 (600 B.C.) : as it cannot be doubted that Solon, in an extant

fragment of his poems, addresses Mimnermus, as living
' But

if you will, even now, take my advice, erase this
;
nor bear me

any ill-will for having thought on this subject better than you ;

alter the words, Ligyastades, and sing May the fate of death

reach me in my sixtieth year' (and not as Mimnermus wished,

in his eightieth
2

). Consequently the lifetime of Mimnermus,

compared with the reigns of the Lydian kings, falls in the short

reign of Sadyattes and the first part of the long reign of Haly-

attes, which begins in Olym. 40, 4, B.C. 617. The native city

of Mimnermus was Smyrna, which had at that time long been

a colony of the Ionic city Colophon.
3

Mimnermus, in an extant

fragment of his elegy Nanno, calls himself one of the colonists

of Smyrna, who came from Colophon, and whose ancestors at a

still earlier period came from the Nelean Pylos. Now Hero-

dotus, in his accounts of the enterprises of the Lydian kings,

1
Fragm. 6.

* 'AXX* ef not Kal vvt> tn retreat, eXe rovro, fi.i}$t fityatp', Sri fffv \ul'ov t<f>pa

ffd.fj.riv, teal fj.fTairolriffoi', AiyvaarrdSr), w5e 5' 4ei5e, &c. The emendation of Aiyu-

affrdSr/ for dyvuurraSl is due to a young German philologist. It is rendered highly

probable by the comparison of Suidas in Ml/tvep/iot. This familiar address com'

pletes the proof that Mimnermus was then still living.
* On the relations of Colophon and Smyrna; see above, ch. V. 2.
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states that Gyges made war upon Smyrna, but did not succeed

in taking it, as he did with Colophon. Halyattes, however, at

length overcame Smyrna in the early part of his reign.
1

Smyrna,
therefore, together with a considerable part of Ionia, lost its in-

dependence during the lifetime of Mimnermus, and lost it for

ever, unless we consider the title of allies, which Athens gave
to its subjects, or the nominal libertas with which Rome
honoured many cities in this region, as marks of independent

sovereignty. It is important to form a clear conception of this

time, when a people of a noble nature, capable of great resolu-

tions and endued with a lively and susceptible temperament, but

wanting in the power of steady resistance and resolute union,

bids a half melancholy, half indifferent, farewell to liberty ;
it is

important, I repeat, to form a clear conception of this time and

this people, in order to gain a correct understanding of the

poetical character of Mimnermus. He too could take joy in

valorous deeds, and wrote an elegy in honour of the early battle

of the Smyrnseans against Gyges and the Lydians, whose attack

was then (as we have already stated) successfully repulsed.

Pausanias, who had himself read this elegy/ evidently quotes

from it
3 a particular event of this war in question, viz., that the

Lydians had, on this occasion, actually made an entrance into

the town, but that they were driven out of it by the bravery of

the Smyrnaeans. To this elegy also doubtless belongs the frag-

ment (preserved by Stobaeus), in which an Ionian warrior is

praised, who drove before him the light squadrons of the mounted

Lydians on the plain of the Hermus (that is in the neighbour-

hood of Smyrna), and in whose firm valour Pallas Athene her-

self could find nothing to blame when he broke through the

first ranks on the bloody battle-field. As in these lines the poet

refers to what he had heard from his predecessors, who had

themselves witnessed the hero's exploits, it is probable that this

1 This appears first, because Herodotus, I. 16, mentions this conquest imme-

diately after the battle with Cyaxares (who died 594 B.C.) and the expulsion of the

Cimmerians
; secondly, because, according to Strabo, XIV. p. 646, Smyrna,

having been divided into separate villages by the Lydians, remained in that state

for 400 years, until the time of Antigonus. From this it seems that Smyrna fell

into the hands of the Lydians before 600 B.C. ;
even in that case the period cannot

have amounted to more than 300 years.
8 IX. 29.

3 IV. 21.
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brave Smyrnsean lived about two generations before the period

at which Mimnermus flourished that is, precisely in the time of

Gyges. As the poet, at the outset of this fragment, says
' Not such, as I hear, was the courage and spirit of that warrior/

&c./ we may conjecture that the bravery of this ancient Smyr-
naean was contrasted with the effeminacy and softness of the

actual generation. It seems, however, that Mimnermus sought
rather to work upon his countrymen by a melancholy retrospect

of this kind, than to stimulate them to energetic deeds of valour

by inspiriting appeals after the manner of Callinus and Tyrtseus :

nothing of this kind is cited from his poems.
6 10. On the other hand, both the statements of the ancients
o *

and the extant fragments, show that Mimnermus recommended,
as the only consolation in all these calamities and reverses, the

enjoyment of the best part of life, and particularly love, which

the gods had given as the only compensation for human ills.

These sentiments were expressed in his celebrated elegy of

Nanno, the most ancient erotic elegy of antiquity, which took

its name from a beautiful and much-loved flute-player. Yet

even this elegy had contained allusions to political events : thus

it lamented how Smyrna had always been an apple of discord

to the neighbouring nations, and then proceeded with the verses

already cited on the taking of the city by the Colophonians r

the founder of Colophon, Andrsemon of Pylos, was also men-

tioned in it. But all these reflections on the past and present
fortunes of the city were evidently intended only to recommend
the enjoyment of the passing hour, as life was only worth having
while it could be devoted to love, before unseemly and anxious

old age comes on.
3 These ideas, which have since been so often

repeated, are expressed by Mimnermus with almost irresistible

grace. The beauty of youth and love appears with the greater
charm when accompanied with the impression of its caducity,

1

Fragm. n. Gaisford. Fragm. 9.
3 That the subject of the elegy should not be contest and war, but the gifts of

the Muses and Aphrodite for the embellishment of the banquet, is a sentiment also

expressed by an Ionian later by two generations (Anacreon of Teos), who himself

also composed elegies : Ofl <pi\tu 81 KprjTTJpi wapa ir\ty olvoirordfav, Ne/Kea /coJ

jr6\(fj.ov SaKpvbtvTa. X^-yet. (Athen. XI. p. 463.)
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and the images of joy stand out in the more vivid light as con-
trasted with the shadows of deep-seated melancholy.

1

ii. With this soft Ionian, who even compassiouates the God
of the Sun for the toils which he must endure in order to illumi-

nate the earth,
2 SOLON the Athenian forms an

interesting con-
trast. Solon was a man of the genuine Athenian stamp, and
for that reason fitted to produce by his laws a permanent in-

fluence on the public and private life of his countrymen. In
his character were combined the freedom and

susceptibility of

the Asiatic Ionian, with the energy and firmness of purpose
which marked the Athenian. By the former amiable and liberal

tendencies he was led to favour a system of '
live and let live

*

which so strongly distinguishes his legislation from the severe

discipline of the Spartan constitutions : by the latter he was
enabled to pursue his proposed ends with unremitting constancy.

Hence, too, the elegy of Solon was dedicated to the service of

Mars as well as of the Muses ; and under the combined in-

fluence of a patriotic disposition like that of Callinus, and of a

more enlarged view of human nature, there arose poems of

which the loss cannot be sufficiently lamented. But even the

extant fragments of them enable us to follow this great and

noble-minded man through all the chief epochs of his life.

The Elegy of Salamis, which Solon composed about Olymp.
44 (604 B.C.) had evidently more of the fire of youth in it than

any other of his poems. The remarkable circumstances under

which it was written are related by the ancients, from Demo-
sthenes downwards, with tolerable agreement, in the following

manner. The Athenians had from an early period contested

the possession of Salamis with the Megarians, and the great

power of Athens was then so completely in its infancy, that

they were not able to wrest this island from their Doric neigh-

bours, small as was the Megarian territory. The Athenians

had suffered so many losses in the attempt, that they not only

gave up all propositions in the popular assembly for the re-

conquest of Salamis, but even made it penal to bring forward

such a motion. Under these circumstances, Solon one day

1
Fragg. 15. 2

Fragm. 8.



158 THE ELEGY AND THE EPIGRAM.

suddenly appeared in the costume of a herald, with the proper

cap (TrtXt'ov) upon his head, having previously spread a report

that he was mad
; sprang in the place of the popular assembly

upon the stone where the heralds were wont to stand, and sang
in an impassioned tone an elegy, which began with these words :

' I myself come as a herald from the lovely island of Salarms,

using song, the ornament of words, and not simple speech, to

the people/ It is manifest that the poet feigned himself to be

a herald sent to Salamis, and returned from his mission ; by
which fiction he was enabled to paint in far livelier colours than

he could otherwise have done the hated dominion of the Mega-
rians over the island, and the reproaches which many Sala-

minian partisans of Athens vented in secret against the

Athenians. He described the disgrace which would fall upon
the Athenians, if they did not reconquer the island, as intole-

rable.
' In that case (he said) I would rather be an inhabitant

of the meanest island than of Athens; for wherever I might

live, the saying would quickly circulate 'This is one of the

Athenians who have abandoned Salamis in so cowardly a man-

ner.'
>l And when Solon concluded with the words ' Let us go

to Salamis, to conquer the lovely island, and to wipe out our

shame/ the youths of Athens are said to have been seized with

so eager a desire of fighting, that an expedition against the

Megarians of Salamis was undertaken on the spot, which put
the Athenians into possession of the island, though they did

not retain it without interruption.

12. A character in many respects similar belongs to the

elegy of which Demosthenes cites a long passage in his contest

with ^Eschines on the embassy. This, too, is composed in the

form of an exhortation to the people.
' My feelings prompt

me (says the poet) to declare to the Athenians how much mis-

chief injustice brings over the city, and that justice everywhere
restores a perfect and harmonious order of things/ In this

elegy Solon laments with bitter regret the evils in the political

state of the commonwealth, the insolence and rapacity of the

leaders of the people, i. e. of the popular party, and the misery
of the poor, many of whom were sold into slavery by the rich,

1
Fragm. 8.
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and carried to foreign countries. Hence it is clear that this

elegy is anterior to Solon's legislation, which, as is well known,
abolished slavery for debt, and made it impossible to deprive an
insolvent debtor of his liberty. These verses give us a livelier

picture of this unhappy period of Athens than any historical

description.
' The misery of the people (says Solon) forces

itself into every man's house : the doors of the court-yard are

no longer able to keep it out
; it springs over the lofty wall,

and finds out the wretch, even if he has fled into the most

secret part of his dwelling.'

But in other of Solon's elegies there is the expression of a

subdued and tranquil joy at the ameliorations brought about in

Athens by his legislative measures (Olymp. 46, 3. 594 B.C.), by
which the holders of property and the commonalty had each

received their due share of consideration and power, and both

were protected by a firm shield.
1 But this feeling of calm

satisfaction was not of long continuance, as Solon observed and

soon expressed his opinion in elegies,
'
that the people, in its

ignorance, was bringing itself under the yoke of a monarch

(Pisistratus)/ and that it was not the gods, but the thoughtless-

ness with which the people put the means of obtaining the

sovereign power into the hands of Pisistratus, which had de-

stroyed the liberties of Athens.2

Solon's elegies were therefore the pure expression of his

political feelings j
a mirror of his patriotic sympathies with the

weal and woe of his country. They moreover exhibit an

excited tone of sentiment in the poet, called forth by the warm
interest which he takes in the affairs of the community, and by
the dangers which threaten its welfare. The prevailing senti-

ment is a wide and comprehensive humanity. When Solon

had occasion to express feelings of a different cast when he

placed himself in a hostile attitude towards his countrymen and

contemporaries, and used sarcasm and rebuke, he employed
not elegiac, but iambic and trochaic metres. The elegies of

Solon are not indeed quite free from complaints and reproaches;

but these flow from the regard for the public interests which

1
Fragm. 20.

a
Fragg. 18, 19. The fragm. 18 has received an additional distich from Diod.

Exc. i. VII. X. in Mai, Script, vit. Nov. Coll. voL II. p. i.
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animated his poetry. The repose which always follows an ex-

cited state of the mind, and of which Solon's elegies would

naturally present the reflection, was found in the expression of

hopes for the future, of a calm reliance on the gods who had

taken Athens into their protection, and a serious contemplation
of the consequences of good or evil acts. From his habits of

reflection, and of reliance on his understanding, rather than his

feelings, his elegies contained more general remarks on human
affairs than those of any of his predecessors. Some con-

siderable passages of this kind have been preserved ; one in

which he divides human life into periods of seven years, and

assigns to each its proper physical and mental occupations j
1

another in which the multifarious pursuits of men are described,

and their inability to command success
; for fate brings good

and ill to mortals, and man cannot escape from the destiny
allotted to him by the gods.

2

Many maxims of a worldly wisdom

from Solon's elegies are likewise preserved, in which wealth,

and comfort, and sensual enjoyment are recommended, but only
so far as was, according to Greek notions, consistent with

justice and fear of the gods. On account of these general

maxims, which are called
-yi/w/zai, sayings or apophthegms,

Solon has been reckoned among the gnomic poets, and his

poems have been denominated gnomic elegies. This appellation

is so far correct, that the gnomic character predominates in

Solon's poetry ; nevertheless it is to be borne in mind that this

calm contemplation of mankind cannot alone constitute an

elegy. For the unimpassioned enunciation of moral sentences,

the hexameter remained the most suitable form : hence the

sayings of PHOCYLIDES of Miletus (about Olymp. 60, B.C. 540),

with the perpetually recurring introduction,
'

This, too, is a

saying of Phocylides/ appear, from the genuine remnants of

them, to have consisted only of hexameters.3

1
Fragm. 14.

'
Fragm. 5.

8 Two distichs cited under the name of Phocylides, in which in the first person
he expresses warmth and fidelity to friends, are probably the fragment of an elegy.

On the other hand, there is a distich which has the appearance of a jocular ap-

pendix to the yv&fMi, almost of a self-parody :

Kai r68e QuicvXl&fW A^pwt Kaxot ovx o pb>, fo 8* 00'

T\TJV UpoxXtovt, KCLI HpoxX^s A^ptoi.

(Gaisford, fragm. 5.)
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13. The remains of THEOGNIS, on the other hand, belong
both in matter and form to the elegy properly so called,

although in all that respects their connexion and their character

as works of art, they have come down to us in so unintelligible
a shape, that at first sight the most copious remains of any
Greek elegiac poet that we possess for more than 1400 verses

are preserved under the name of Theognis would seem to

throw less light on the character of the Greek elegy than the

much scantier fragments of Solon and Tyrtseus. It appears
that from the time of Xenophon, Theognis was considered

chiefly as a teacher of wisdom and virtue, and that those parts
of his writings which had a general application were far more

prized than those which referred to some particular occasion.

When, therefore, in later times it became the fashion to extract

the general remarks and apophthegms from the poets, every-

thing was rejected from Theognis, by which his elegies were

limited to particular situations, or obtained an individual

colouring ;
and the gnomology or collection of apophthegms was

formed, which, after various revisions and the interpolation of

some fragments of other elegiac poets, is still extant. We know,

however, that Theognis composed complete elegies, especially

one to the Sicilian Megarians, who escaped with their lives at the

siege of Megara by Gelon (Olymp. 74, 2. 483 B.C.) ; and the gnomic

fragments themselves exhibit in numerous places the traces of

poems which were composed for particular objects, and which

on the whole could not have been very different from the

elegies of Tyrtseus, Archilochus, and Solon. As in these poems
of Theognis there is a perpetual reference to political subjects,

it will be necessary first to cast a glance at the condition of

Megara in his time.

14. Megara, the Doric neighbour of Athens, had, after its

separation from Corinth, remained for a long time under the

undisturbed dominion of a Doric nobility, which founded its

claim to the exercise of the sovereign power both on its descent,

and its possession of large landed estates. But before the

legislation of Solon, Theagenes had raised himself to absolute

power over the Megarians by pretending to espouse the popular

cause. After he had been overthrown, the aristocracy was

restored, but only for a short period, as the commons rose with

VOL. I. M
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violence against the nobles, and founded a democracy, which

however led to such a state of anarchy, that the expelled nobles

found the means of regaining their lost power. Now the

poetry of Theognis, so far as its political character extends,

evidently falls in the beginning of this democracy, probably
nearer to the 7oth (500 B.C.) than the 6oth Olympiad (540 B.C.) :

for Theognis, although according to the ancient accounts he was

born before the 6oth Olympiad, yet from his own verses appears
to have lived to the Persian war (Olymp. 75. 480 B.C.). Revo-

lutions of this kind were in the ancient Greek states usually

accompanied with divisions of the large landed estates among
the commons ; and by a fresh partition of the Megarian terri-

tory, made by the democratic party, Theognis, who happened
to be absent on a voyage, was deprived of the rich heritage of

his ancestors. Hence he longs for vengeance on the men who
had spoiled him of his property, while he himself had only

escaped with his life ; like a dog who throws everything away
in order to cross a torrent,

1 and the cry of the crane, which

gives warning of the season of tillage, reminds him of his fer-

tile fields now in other men's hands.2 These fragments are

therefore full of allusions to the violent political measures which

in Greece usually accompanied the accession of the democratic

party to power. One of the principal changes on such occa-

sions was commonly the adoption into the sovereign community
of Periceci, that is, cultivators who were before excluded from

all share in the government. Of this Theognis says,
3 '

Cyrnus,
this city is still the city, but a different people are in it, who

formerly knew nothing of courts of justice and laws, but wore

their country dress of goat-skins at their work, and like timid

deer dwelt at a distance from the town. And now they are the

better class ;
and those who were formerly noble are now the

mean : who can endure to see these things ?' The expressions

good and bad men
(oyaflot, iaBXoi and KUKOI, StiAot), which in

later times bore a purely moral signification, are evidently used

by Theoguis in a political sense for nobles and commons
;
or

rather his use of these words rests in fact upon the supposition
that a brave spirit and honourable conduct can be expected only

1 v. 345, teq. ed. Bekker. T. 1297, teq. 53, teq.
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of men descended from a family long tried in peace and war.

Hence his chief complaint is, that the good man, that is, the

noble, is now of no account as compared with the rich man
;

and that wealth is the only object of all.
'

They honour

riches, and thus the good marries the daughter of the bad, and
the bad marries the daughter of the good : wealth corrupts the

blood.
1

Hence, son of Polypas, do not wonder if the race of

the citizens loses its brightness, for good and bad are confounded

together/
2

Theognis doubtless made this complaint on the

debasement of the Megarian nobility with the stronger feeling

of bitterness, as he himself had been rejected by the parents of

a young woman, whom he had desired to marry, and a far

worse man, that is, a man of plebeian blood, had been preferred

to him.3 Yet the girl herself was captivated with the noble

descent of Theognis : she hated her ignoble husband, and came

disguised to the poet,
' with the lightness of a little bird,'

as he says.
4

With regard to the union of these fragments into entire

elegies, it is important to remark that all the complaints, warn-

ings, and lessons having a political reference, appear to be ad-

dressed to a single young friend of the poet, Cyruus, the son of

Polypas.
5 Wherever other names occur, either the subject is

quite different, or it is at least treated in a different manner.

Thus there is a considerable fragment of an elegy addressed by

Theognis to a friend named Simonides, at the time of the

revolution, which in the poems addressed to Cyrnus is de-

scribed as passed by. In this passage the insurrection is

described under the favourite image of a ship tossed about

by winds and waves, while the crew have deposed the skilful

steersman, and entrusted the guidance of the helm to the

common working sailor.
' Let this (the poet adds) be re-

vealed to the good in enigmatic language ; yet a bad man

a v. 189, seq.
3 v. 261, seq.

* v. 1091.
5
Elmsley has remarked that Ild\viraiSr) is to be read as a patronymic. The

remark is certain, as TloXviraiSr] never occurs before a consonant, but nine times

before a vowel, and moreover in passages where the verse requires a dactyl. The

exhortations with the addresses Ki^e and HoXviratS-n are also closely connected.

Uo\vira.s (with the long a) has the same meaning as TroXvirdpuv, a rich proprietor.

M 2
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may understand it, if he has sense/ 1 It is manifest that this

poem was composed during a reign of terror, which checked the

freedom of speech ; on the other hand, in the poems addressed

to Cyrnus, Theognis openly displays all his opinions and feel-

ings. So far is he from concealing his hatred of the popular

party, that he wishes that he could drink the blood of those who
had deprived him of his property.

1

15. On attempting to ascertain more precisely the relation

of Cyrnus to Theognis, it appears that the son of Polypas was

a youth of noble family, to whom Theognis bore a tender, but

at the same time paternal, regard, and whom he desires to sec

a '

good
'

citizen, in his sense of the word. The interest felt

by the poet in Cyrnus probably appeared much more clearly in

the complete elegies than in the gnomic extracts now preserved,

in which the address to Cyruus might appear a mere super-

fluity. Several passages have, however, been preserved, in

which the true state of his relation to Theognis is apparent.
'

Cyrnus (says the poet) when evil befals you, we all weep ;

but grief for others is with you only a transient feeling.'
3 '

I

have given you wings, with which you will fly over sea and

land, and will be present at all banquets, as young men will

sing of you to the flute. Even in future times your name
will be dear to all the lovers of song, so long as the earth and

sun endure. But to me you show but little respect, deceiving
me with words like a little boy.'

4
It is plain that Cyrnus did

not place in Theognis that entire confidence which the poet
desired. It cannot, however, be doubted that these affectionate

appeals and tender reproaches are to be taken in the sense of

the earlier and pure Doric custom, and that no connexion of a

criminal nature is to be understood, with which it would be in-

consistent that the poet recommends a married life to the

youth.
5

Cyruus also is sufficiently old to be sent as a sacred

envoy (Oiwpos) to Delphi, in order to bring back an oracle to

1 In v. 667 8a there is a manifest allusion to the yrjs dvaSoer^i in the verses

5' dpTrdfrvffi /3/p, c6<r/xor 5" dir6\u\f,
&' O{IKT' tcot ylyvtrat ts ri> fj^ffor.

* v. 349. v. 655, teq.
*

v. 737, teq. T . 1225.
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the city. The poet exhorts him to preserve it
faithfully, and

not to add or to omit a word. 1

The poems of Theoguis, even in the form in which they are

extant, place us in the middle of a circle of friends, who formed
a kind of eating society, like the philitia of Sparta, and like the

ancient public tables of Megara itself. The Spartan public
tables are described to us as a kind of aristocratic clubs

; and

these societies in Megara might serve to awaken and keep
alive an aristocratic disposition. Theognis himself thinks that

those who, according to the original constitution of Megara,

possessed the chief power, were the only persons with whom

any one ought to eat and drink, and to sit, and whom he should

strive to please.
2 It is therefore manifest that all the friends

whom Theognis names, not only Cyrnus and Simonides, but

also Onomacritus, Clearistus, Democles, Demonax, and Tima-

goras, belonged to the class of the '

good/ although the political

maxims are only addressed to Cyrnus. Various events in the

lives of these friends, or the qualities which each showed at

their convivial meetings, furnished occasions for separate, but

probably short elegies. In one the poet laments that Clearistus

should have made an unfortunate voyage, and promises him the

assistance which is due to one connected with his family by
ancient ties of hospitality :

3
in another he wishes a happy voyage

to the same or another friend.
4 To Simonides, as being the

chief of the society, he addresses a farewell elegy, exhorting
him to leave to every guest his liberty, not to detain any one

desirous to depart, or to waken the sleeping, &c.;
5 and to Ono-

macritus the poet laments over the consequences of inordinate

drinking.
6 Few of the persons whom he addresses appear to

have been without this circle of friends, although his fame had

even in his lifetime spread far beyond Megara, by means of his

travels as well as of his poetry ;
and his elegies were sung in

many symposia.
7

1
v. 805, seq.

* v. 36, seq.
3 v. 511, seq.

* v. 691, eq.

5 v. 469, seq.
6 v. 305, seq.

7
Theognis himself mentions that he had been in Sicily, Eubcea, and Sparta,

v. 387, seq. In Sicily he composed the elegy for his countrymen, which has been

mentioned in the text, the colonists from Megara of Megara Hyblaea. The verses

891 4 must have been written in Euboea. Many allusions to Sparta occur, and
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The poetry of Theognis is full of allusions to symposia : so

that from it a clear conception of the outward accompaniments
of the elegy may be formed. When the guests were satisfied

with eating, the cups were filled with the solemn libation
;
and

at this ceremony a prayer was offered to the gods, especially to

Apollo, which in many districts of Greece was expanded into a

poean. Here began the more joyous and noisy part of the ban-

quet, which Theognis (as well as Pindar) calls in general /cw/ioe,

although this word in a narrower sense also signified the tumul-

tuous throng of the guests departing from the feast.
1 Now the

Comos was usually accompanied with the flute :

2 hence Theognis

speaks in so many places of the accompaniment of the flute-

player to the poems sung in the intervals of drinking;
3 while

the lyre and cithara (or phorminx) are rarely mentioned, and

then chiefly in reference to the song at the libation.
4 And this

was the appropriate occasion for the elegy, which was sung by
one of the guests to the sound of a flute, being either addressed

to the company at large, or (as is always the case in Theoguis)
to a single guest.

1 6. We have next to speak of the poems of a man different

in his character from any of the elegiac poets hitherto treated

of ;
a philosopher, whose metaphysical speculations will be con-

sidered in a future chapter. XENOPHANES of Colophon, who
about the 68th Olympiad (508 B.C.) founded the celebrated

school of Elea, at an earlier period, while he was still living at

Colophon, gave vent to his thoughts and feelings on the cir-

cumstances surrounding him, in the form of elegies.* These

elegies, like those of Archilochus, Solon, Theognis, &c., were

symposiac : there is preserved in Athenaeus a considerable frag-

ment, in which the beginning of a symposion is described with

much distinctness and elegance, and the guests are exhorted,

the passage v. 880 4 is probably from an elegy written by Theognis for a Spartan
friend, who had a vineyard on Taygetus. The most difficult of explanation are

v. 1 200 and 11 n, seq., which can scarcely be reconciled with the circumstances of

the life of Theognis.
1 See Theogn. v. 829, 940, 1046, 1065, 1207. See above, 2.
8 v. 241, 761, 825, 941, 975, 1041. 1056, 1065.

4 v. 534, 761, 791.
8 There are, however, in Diogenes Laertius elegiac verses of Xenophanes, in

which he states himself to be ninety-two years old, and speaks of his wanderings
in Greece.
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after the libation and song of praise to the gods, to celebrate

over their cups brave deeds and the exploits of youths (i.e. in

elegiac strains) ; and not to sing the fictions of ancient poets
on the battles of Titans, or giants, or centaurs, and such like

stories.- From this it is evident that Xenophanes took no

pleasure in the ordinary amusements at the banquets of his

countrymen ;
and from other fragments of the same writer, it

also appears that he viewed the life of the Greeks with the eye
of a philosopher. Not only does he blame the luxury of the

Colophonians, which they had learnt from the Lydians,
1 but

also the folly of the Greeks in valuing an athlete who had been

victorious at Olympia in running or wrestling, higher than the

wise man
;
a judgment which, however reasonable in our eyes,

must have seemed exceedingly perverse to the Greeks of his

days.

17. As we intend in this chapter to bring down the history

of the elegy to the Persian war, we must also mention SIMO-

NIDES of Ceos, the renowned lyric poet, the early contemporary
of Pindar and ^Eschylus, and so distinguished in elegy that he

must be included among the great masters of the elegiac song.

Simouides is stated to have been victorious at Athens over

^Eschylus himself, in an elegy in honour of those who fell at

Marathon (Olymp. 72, 3 ; 490 B.C.), the Athenians having in-

stituted a contest of the chief poets. The ancient biographer

of JSschylus, who gives this account, adds in explanation, that

the elegy requires a tenderness of feeling which was foreign to

the character of ^Eschylus. To what a degree Simonides pos-

sessed this quality, and in general how great a master he was

of the pathetic is proved by his celebrated lyric piece con-

taining the lament of Danae, and by other remains of his

poetry. Probably, also, in the elegies upon those who died at

Marathon and at Platsea, he did not omit to bewail the death

of so many brave men, and to introduce the sorrows of the

widows and orphans, which was quite consistent with a lofty

1 The thousand persona clothed in purple, who, before the time of the Tyrant*,

were, according to Xenophanes (in Athen. XII. p. 526), together in the market-

place, formed an aristocratic body among the citizens (r6 *o\lTev/j.a) ;
such as, at

this time of transition from the ancient hereditary aristocracies to democracy, also

existed in Rhegium, Locri, Croton, Agrigentum, and Cyme in
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patriotic tone, particularly at the end of the poem. Simonides

likewise, like Archilochus and others, used the elegy as a plain-

tive song for the deaths of individuals; at least the Greek

Anthology contains several pieces of Simonides, which appear

not to be entire epigrams, but fragments of longer elegies

lamenting with heartfelt pathos the death of persons dear to the

poet. Among these are the verses concerning Gorgo, who

dying, utters these words to her mother :

' Remain here with

my father, and become with a happier fate the mother of

another daughter, who may tend you in your old age/

From this example we again see how the elegy in the hands

of different masters sometimes obtained a softer and more

pathetic, and sometimes a more manly and robust tone. Never-

theless there is no reason for dividing the elegy into different

kinds, such as the military, political, symposiac, erotic, thre-

netic, and gnomic ; inasmuch as some of these characters are

at times combined in the same poem. Thus the elegy was

usually, as we have seen, sung at the symposiou ; and, in most

cases, its main subject is political ;
after which it assumes

either an amatory, a plaintive, or a sententious tone. At the

same time the elegy always retains its appropriate character,

from which it never departs. The feelings of the poet, excited

by outward circumstances, seek a vent at the symposion, either

amidst his friends or sometimes in a larger assembly, and

assume a poetical form. A free and full expression of the poet's

sentiments is of the essence of the Greek elegy. This giving a

vent to the feelings is in itself tranquillizing ;
and as the mind

disburdens itself of its alarms and anxieties a more composed
state naturally ensued, with which the poem closed. When
the Greek nation arrived at the period at which men began to

express in a proverbial form general maxims of conduct, a

period beginning with the age of the Seven Wise Men, these

maxims, or yvupai, were the means by which the elegiac poets
subsided from emotion into calmness. So far the elegy of

Solon, Theognis, and Xenophanes, may be considered as gnomic,

although it did not therefore assume an essentially new cha-

racter. That in the Alexandrine period of literature the elegy
assumed a different tone, which was, in part, borrowed by the

Roman poets, will be shown in a future chapter.

I



EPIGRAMS IN ELEGIAC FORM. 169

1 8. This place is the most convenient for mentioning a

subordinate kind of poetry, the epigram, as the elegiac form
was the best suited to it; although there are also epigrams

composed in hexameters and other metres. The epigram was

originally (as its name purports) an inscription on a tombstone,
on a votive offering in a temple, or on any other object which

required explanation. Afterwards, from the analogy of these

real epigrams, thoughts, excited by the view of any object, and

which might have served as an inscription, were called epigrams,
and expressed in the same form. That this form was the

elegiac may have arisen from the circumstance that epitaphs

appeared closely allied with laments for the dead, which (as has

been already shown) were at an early period composed in this

metre. However, as this elegy comprehended all the events of

.life which caused a strong emotion, so the epigram might be

equally in place on a monument of war, and on the sepulchral

pillar of a beloved kinsman or friend. It is true that the mere

statement of the purpose and meaning of the object, for ex-

ample, in a sacred offering, the person who gave it, the god to

whom it was dedicated, and the subject which it represented
was much prized, if made with conciseness and elegance; and

epigrams of this kind were often ascribed to renowned poets, in

which there is no excellence besides the brevity and complete-

ness of these statements, and the perfect adaptation of the

metrical form to the thought. Nevertheless, in general, the

object of the Greek epigram is to ennoble a subject by eleva-

tion of thought and beauty of language. The unexpected turn

of the thought and the poiutedness of expression, which the

moderns consider as the essence of this species of composition,

were not required in the ancient Greek epigram; in which

nothing more is requisite than that the entire thought should

be conveyed within the limits of a few distichs : and thus in

the hands of the early poets the epigram was remarkable for

the conciseness and expressiveness of its language ; differing in

this respect from the elegy, in which a full vent was given to

the feelings of the poet.

Epigrams were probably composed in an elegiac form, shortly

after the time when the elegy first arose ;
and the Anthology

contains some under the celebrated names of Archilochus,
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Sappho, and Anacreon. No peculiar character, however, is to

be observed in the geuuine epigrams of this early period. It

was Simonides, with whom we have closed the series of elegiac

poets, who first gave to the epigram the perfection of which, con-

sistently with its purpose, it was capable. In this respect

Simonides was favoured by the circumstances of his time
;
for

on account of the high consideration which he enjoyed both in

Athens and Peloponnesus, he was frequently employed by the

states which fought against the Persians to adorn with inscrip-

tions the tombs of their fallen warriors. The best and most

celebrated of these epitaphs is the inimitable inscription on the

Spartans who died at Thermopylae, which actually existed on

the spot :

'

Foreigner, tell the Lacedaemonians that we are lying

here in obedience to their laws/ 1 Never was heroic courage

expressed with such calm and unadorned grandeur. In all

these epigrams of Simonides the characteristic peculiarity of

the battle in which the warriors fell is seized. Thus in the

epigram on the Athenians who died at Marathon '

Fighting in

the van of the Greeks, the Athenians at Marathon destroyed
the power of the glittering Medians/ 2 There are besides not

a few epigrams of Simonides which were intended for the tomb-

stones of individuals: among these we will only mention one

which differs from the others in being a sarcasm in the form of

an epitaph. It is that on the Rhodian lyric poet and athlete

Timocreon, an opponent of Simonides in his art :

'

Having eaten

much, and drunk much, and said much evil of other men, here

I lie, Timocreon the Rhodian/ 3 With the epitaphs are na-

turally connected the inscriptions on sacred offerings, especially

where both refer to the Persian war; the former being the dis-

charge of a debt to the dead, the latter a thanksgiving of the

survivors to the gods. Among these one of the best refers to

the battle of Marathon, which, from the neatness and elegance
of the expression, loses its chief beauty in a prose translation/

It was inscribed on the statue of Pan, which the Athenians had

set up in a grotto under their acropolis, because the Arcadian

1
Simonides, fr. ? 7. ed. Gaisford. * In Lycurgus and Aristides.

8 Fr. 58.
4 The words are these (fr. 25)

Ibv rpuytnrow l^t llava, rbv 'Apicd&a, T&V KO,T{L MiJSwi',

T6? /ifr'
''
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god had, according to the popular belief, assisted them at

Marathon. ' Miltiades set up me, the cloven-footed Pan, the

Arcadian, who took part against the Medians, and with the

Athenians/ But Simonides sometimes condescended to express
sentiments which he could not have shared, as in the inscription

on the tripod consecrated at Delphi, which the Greeks after-

wards caused to be erased :

'

Pausauias, the commander of the

Greeks, having destroyed the army of the Medes, dedicated this

monument to Phoebus/ l These verses express the arrogance of

the Spartan general, which the good sense and moderation of the

poet would never have approved. The form of nearly all these

epigrams of Simonides is the elegiac. Simonides usually ad-

hered to it except when a name (on account of a short between

two long syllables) could not be adapted to the dactylic metre ;

3

in which cases he employed trochaic measures. The character

of the language, and especially the dialect, also remained on the

whole true to the elegiac type, except that in inscriptions for

monuments designed for Doric tribes, traces of the Doric dialect

sometimes occur.

1 Fr. 40.
* As

'

Kp-)(fva.vTi)s, 'lTrir&vi.KOS.
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CHAPTER XI.

IAMBIC POETRY.

t. Striking contrast of the Iambic and other contemporaneous Poetry. 2.

Poetry in reference to the bad and the vulgar. 3. Different treatment of it

in Homer and Hesiod. 4. Homeric Comic Poems, Margites, &c. 5. Scur-

rilous songs at meals, at the worship of Demeter
; the Festival of Demeter of

Faros the cradle of the Iambic poetry of Archilochus. 6. Date and Public

Life of Archilochus. 7. His Private Life
; subject of his Iambics. 8. Me-

trical form of his iambic and trochaic verses, and different application of the

two asynartetes; epodes. 9. Inventions and innovations in the musical reci-

tation. 10. Innovations in Language. n. Simonides of Amorgus ; his

Satirical Poems against Women. 12. Solon's iambics and trochaics. 13.

Iambic Poems of Hipponax ; invention of choliambics
; Ananias. 14. The

Fable; its application among the Greeks, especially in Iambic poetry. 15.

Kinds of the Fable, named after different races and cities. 1 6. JEsop, his

Life, and the Character of his Fables. 17. Parody, burlesques in an epic

form, by Hipponax. 18. Batrachomyomachia.

I. rpHE kind of poetry distinguished among the ancients by
-L the name Iambic, was created by the Parian poet

Archilochus, at the same time as the elegy. In entering on the

consideration of this sort of poetry, and in endeavouring by the

same process as we have heretofore employed to trace its origin

to the character of the Grecian people, and to estimate its poetical

and moral value, we are met at the first glance by facts more

difficult, and apparently more impossible of comprehension, than

any we have hitherto encountered. At a time when the Greeks,
accustomed only to the calm unimpassioned tone of the Epos,
had but just found a temperate expression of livelier emotions in

the elegy, this kind of poetry, which has nothing in common
with the Epos, either in form or in matter, arose. It was a light

tripping measure, sometimes loosely constructed or purposely

halting and broken, and well adapted to vituperation, unre-

strained by any regard to morality or decency.
1

tafjfioi, raging iambics, says the Emperor Hadrian. (Brunck, Anal.

II. p. 286.)
' In celeres iambos misit furentem.' Horace.



POETRY IN REFERENCE TO SATIRE. 173

The ancients drew a lively image of this bitter and unscru-

pulous spirit of slanderous attack in the well-known story of the

daughters of Lycambes, who hanged themselves from shame
and vexation. Yet this sarcastic Archilochus, this venomous

libeller, was esteemed ,by antiquity not only an unrivalled

master in his peculiar line, but, generally, the first poet after

Homer. 1

Where, we are compelled to ask, is the soaring flight

of the soul which distinguishes the true poet ? Where that

beauty of delineation which confers grace and dignity even on
the most ordinary details ?

2. But Poetry has not only lent herself, in every age, to

the descriptions of a beautiful and magnificent world, in which

the natural powers revealed to us by our own experience are in-

vested with a might and a perfection surpassing truth : she has

also turned back her glance upon the reality by which she was

surrounded, \vith all its wants and its weaknesses; and the

more she was filled with the beauty and the majestic grace of

her own ideal world, the more deeply did she feel, the more

vividly express, the evils and the deficiencies attendant on man's

condition. The modes in which Poetry has accomplished this

have been various ;
as various as the tempers and the characters

of those whom she has inspired.

A man of a serene and cheerful cast of mind, satisfied with

the order of the universe, regarding the great and the beautiful

in nature and in human things with love and admiration,

though he distinctly perceives the defective and the bad, does

not suffer his perception of them to disturb his enjoyment of

the whole : he contemplates it as the shade in a picture, which

serves but to bring out, not to obscure, the brilliancy of the

principal parts. A light jest drops from the poet's . tongue, a

pitying smile plays on his lip ;
but they do not darken or

deform the lofty beauty of his creations.

The thoughts, the occupations, of another are more inti-

mately blended with the incidents and the conditions of social

and civil life
;
and as a more painful experience of all the errors

and perversities of man is thus forced upon him, his voice, even

in poetry, will assume a more angry and vehement tone. And

1 Maximus poeta aut certe summo proximus ;
as he is called in Valerius Maximus.
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yet even this voice of harsh rebuke may be poetical, when it is

accompanied by a pure and noble conception of things as they

ought to be.

Yet more, the poet may himself suffer from the assaults of

human passions. He may himself be stained with the vices

and the weaknesses of human nature, and his voice may be

poured forth from amidst the whirl and the conflict of the pas-

sions, and may be troubled, not only by disgust at the sight of

interruptions to the moral order of the world, but by personal

resentments and hatreds. The ancients in their day, and we in

ours, have bestowed admiring sympathy on such a poet, if the

expressions of his scorn and his hate did but betray an unusual

vehemence of feeling and vigour of thought ;
and if, through all

the passionate confusion of his spirit, gleams of a nature suscep-

tible of noble sentiments were apparent ;
for the impotent rage

of a vulgar mind will never rise to the dignity of poetry, even

though it be adorned with all the graces of language.

3. Here, as in many other places, it will be useful to

recur to the two epic poets of antiquity, the authors of all the

principles of Greek literature. Homer, spite of the solemnity
and loftiness of epic poetry, is full of archness and humour;
but it is of that cheerful and good-natured character which tends

rather to increase than to disturb enjoyment. Thersites is

treated with unqualified severity ;
and we perceive the peculiar

disgust of the monarchically disposed poet at such inciters of the

people, who slander everything distinguished and exalted, merely
because they are below it. But it must be remarked that

Thersites is a very subordinate figure in the group of heroes,

and serves only as a foil to those who, like Ulysses, predomi-
nate over the people as guides and rulers. When, however,

persons of a nobler sort are exhibited in a comic light, as, for

instance, Agamemnon, blinded by Zeus and confident in his

delusion and in his supposed wisdom,
1

it is done with such

a delicacy of handling that the hero hardly loses any of his

dignity in our eyes. In this way the comedy of Homer (if we

may use the expression) dared even to touch the gods, and in

the loftiest regions found subjects for humorous descriptions :

1 See ch. V. 8.
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tor, as the gods presided over the moral order of the universe

only as a body, and no individual god could exercise his special
functions without regard to the prerogatives of others, Ares

Aphrodite, and Hermes might serve as types of the perfection
of quarrelsome violence, of female weakness, and of finished

cunning, without ceasing to have their due share of the honours

paid to divinity.

Of a totally different kind is the wit of Hesiod ; especially as

it is employed in the Theogony against the daughters of Pan-

dora, the female sex. This has its source in a strong feelm** of

disgust and indignation, which leads the poet, in the bitterness

of his mood, to overstep the bounds of justice, and to deny all

virtue to women.

In the Works and Days, too, which afford him frequent op-

portunities for censure, Hesiod is not deficient in a kind of wit

which exhibits the bad and the contemptible with striking

vigour; but his wit is never that gay humour which charac-

terizes the Homeric poetry, of which it is the singular property
to reconcile the frail and the faulty with the grand and the

elevated, and to blend both in one harmonious idea.

4. Before, however, we come to the consideration of the

third stage of the poetical representation of the bad and the

despicable, the existence of which we have hinted at in our

mention of Archilochus, we must remark that even the early

epic poetry contained not only scattered traits of pleasantry
and satire, but also entire pictures in the same tone, which

formed small epics. On this head we have great reason to

lament the loss of the Margites, which Aristotle, in his Poetics,

ascribes, according to the opinion current among the Greeks, to

Homer himself, and regards as the ground-work of comedy, in

like manner as he regards the Iliad and the Odyssey as the

precursors of tragedy. He likewise places the Margites in the

same class with poems written in the iambic metre; but he

seems to mean that the iambus was not employed for this class

of poetry till subsequently to this poem. Hence it is extremely

probable that the iambic verses which, according to the ancient

grammarians, were introduced irregularly into the Margites,

were interpolated in a later version, perhaps by Pigres the Hali-
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carnassian, the brother of Artemisia, who is also called the

author of this poem.
1

From the few fragments and notices relative to the Homeric

Margites which have come down to us, we can gather that it

was a representation of a stupid man, who had a high opinion
of his own cleverness, for he was said '

to know many works,

but know all badly;'
2 and we discover from a story preserved

by Eustathius that it was necessary to hold out to him very
subtle reasons to induce him to do things which required but a

very small portion of intellect.
3

There were several other facetious small epics which bore

the name of Homer; such as the poem of the Cercopes, those

malicious, and yet merry elves whom Hercules takes prisoners

after they have played him many mischievous tricks, and drags
them about till they escape from him by fresh stratagems ; the

Batrachomyomachia, which we shall have occasion to mention

hereafter as an example of parody ; the Seven times shorn Goat

(cu ETTTaTrf/CToe), and the Song of the Fieldfares (7ri/a^A/&e),
which Homer is said to have sung to the boys for fieldfares.

Some few such pleasantries have come down to us, particularly

the poem of the Pot-kiln (KO/^IVOQ r) Ktpa/uls), which applies the

imagination and mythological machinery of the epic style to the

business of pottery.

5. These humorous poems are too innocuous and too free

from personal attacks to have much resemblance to the caustic

iambics of Archilochus. More akin to them undoubtedly were

the satirical songs which, according to the Homeric hymn to

Hermes, the young men sang extemporaneously in a sort of

wanton mutual defiance.
4 At the public tables of Sparta, also,

keen and pointed raillery was permitted, and conversation sea-

1 Thus the beginning of the Margites was as follows :

rtj fit KoXo<pu)j'a ytpwv Kal Ottos

Oepdiruv Kal Ki)^6\ov 'A.Tr6\\ui>os,

Concerning Pigres, see below, 18. He also interpolated the Iliad with penta-

meters.
1 II6XX' ijirlffTaro tpya, racwi 8' TTT/<TTOTO irdvra.

* Euetath. ad Od. X. 553, p. 1669, ed. Rom.
4

- *

TjprjTO.1 0a\ljjfft
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soned with Spartan salt was not held to afford any reasonable

ground of offence to those who took part in it. But an occasion
for yet more audacious and unsparing jest was afforded to the

Greeks by some of the most venerable and sacred of their reli-

gious rites the permission, or rather encouragement to wanton
and unrestrained jokes on everything affording matter for such

ebullitions of mirth, connected with certain festivals of Demeter,
and the deities allied to her. It was a law at these festivals

that the persons engaged in their celebration should, on certain

days, banter all who came in their way, and assail them with

keen and licentious raillery.
1

This was the case at the mystic
festival of Demeter at Eleusis, among others. Hence, also,

Aristophanes in the Frogs introduces a chorus of the initiated,

who lead a blissful life in the infernal regions, and makes

them pray to Demeter that she would grant them to sport
and dance securely the livelong day, and have much jocose
and much serious talk

; and, if the festival had been worthily
honoured by jest and merriment, that they might be crowned

as victors. The chorus also, after inviting the jolly god
lacchus to take part in its dances, immediately proceeds

to exercise its wit in satirical verses on various Athenian

demagogues and cowards. This raillery was so ancient and

inveterate a custom that it had given rise to a peculiar

word, which originally denoted nothing but the jests and banter

used at the festivals of Demeter, namely, Iambus? This was

soon converted into a mythological person, the maid lambe,

1
Concerning the legality of this religious license there is an important pas-

sage in Aristotle, Pol. VII. 15. We will set down the entire passage as we un-

derstand it :

' As we banish from the state the speaking of indecent things, it is

clear that we also prohibit indecent pictures and representations. The magistrate

must therefore provide that no statue or picture of this kind exist, except for certain

deities, of the class to which the law allows scurrilous jesting (oh ical rbv ruQaa^v

aTToSiSuffiv 6 v6pos). At temples of this kind the law also permits all persons of a

mature age to pray to the gods for themselves, their children and wives. But

younger persons ought to be prohibited from being present at the recitation of

iambic verses, or at comedies, until they have reached the age at which they may

sit at table and drink to intoxication.'

2 It
is. vain to seek an etymology for the word iambus: the most probable sup-

position is, that it originated in exclamations, 6\o\vyfi.ol, expressive of joy. Simi-

lar in form' are J0/>fo/tj3os,
the Bacchic festival procession ; 5<0fya^3os, a Bacchic

hymn, and ffli^oj, also a kind of Bacchic song.

VOL. I. N
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who by some jest first drew a smile from Demeter bewailing
her lost daughter, and induced her to take the barley drink of

the cyceon j
a legend native to Eleusis, which the Homerid

who composed the hymn to Demeter has worked up into an

epic form. If we consider that according to the testimony of

the same hymn, the island of Paros, the birth-place of Archi-

loclms, was regarded as, next to Eleusis, the peculiar seat of

Demeter and Cora; that the Parian colony Thasos, in the set-

tlement of which Archilochus himself had a share, embraced

the mystic rites of Demeter as the most important worship ;'

that Archilochus himself obtained the prize of victory over

many competitors for a hymn to Demeter, and that one whole

division of his songs, called the lo-bacchi, were consecrated to the

service of Demeter and the allied worship of Bacchus f we shall

entertain no doubt that these festal customs afforded Archi-

lochus an occasion of producing his unbridled iambics, for which

the manners of the Greeks furnished no other time or place ;

and that with his wit and talent he created a new kind of

poetry out of the raillery which had hitherto been uttered ex-

tempore. All the wanton extravagance which was elsewhere

repressed and held in check by law and custom, here, under

the protection of religion, burst forth with boundless license ;

and these scurrilous effusions were at length reduced by Archi-

lochus into the systematic form of iambic metre.

6. The time at which this took place was the same with

that in which the elegy arose, or but little later. ARCHILOCHUS

was a son of Telesicles, who, in obedience to a Delphic oracle,

led a colony from Paros to Thasos. The establishment of this

colony is fixed by the ancients at the I5th or i8th Olympiad

(720 or 708 B.C.) ; with which it perfectly agrees, that the date

at which Archilochus flourished is, according to the chronolo-

gists of antiquity, the 23d Olympiad (688 B.C.) ; though it is

often placed lower. According to this calculation, Archilochus

1 The great painter Polygnotus, a native of Thasos, contemporary with Cimon,

in the painting of the infernal regions, which he executed at Delphi, represented

in the boat of Charon the Parian priestess Cleoboea, who had brought this mystic

worship to Thasos.
*

Aj/juirpot ayinjt ical fLbpij* r^v ira.y^yvpu> fft/iur,

is from a verse from these poems preserved by Hephaestion, fragm. 68, Gaisford.



ARCHILOCHUS. 179

began his poetical career in the latter years of the Lydian king
Gyges, whose wealth he mentions in a verse still extant;

1

but
is mainly to be regarded as the contemporary of Ardys (from

Olymp. 25, 3 to 37, 4. B.C. 67829). In another verse
5 he

mentions the calamities of Magnesia, which befel that city

through the Treres, and, as we have seen, not in the earliest

part of Ardys' reign.
3 Archilochus draws a comparison between

the misery of Magnesia and the melancholy condition of Thasos,
whither he was led by his family, and was disappointed in his

hopes of finding the mountains of gold they had expected. The
Thasians seem, indeed, never to have been contented with their

island, though its fertility and its mines might have yielded a

considerable revenue, and to have tried to get possession of the op-

posite coast of Thrace, abounding in gold and in wine; an attempt
which involved them in wars not only with the natives of that

country for example the Saians 4 but also with the early
Greek colonists. We find in fragments of Archilochus that

they had, even in his time, extended their incursions so far

eastward as to come into conflict with the inhabitants of Maronea
for the possession of Stryme,

5 which at a later period, during
the Persian war, was regarded as a city of the Thasians. Dis-

satisfied with the posture of affairs, which the poet often repre-

sents as desperate, (in such expressions as, that the calamities

of all Hellas were found combined in Thasos, that the stone of

Tantalus was hanging over their heads, &c.,)
6 Archilochus must

have quitted Thasos and returned to Paros, since we are informed

by credible writers that he lost his life in a war between the

Parians and the inhabitants of the neighbouring island of Naxos.

7. From these facts it appears, that the public life of Ar-

chilochus was agitated and unsettled ; but his private life was

still more exposed to the conflict of contending passions. He
had courted a Parian girl, Neobule, the daughter of Lycambes,
and his trochaic poems expressed the violent passion with which

she had inspired him.7

Lycambes had actually promised him

his daughter,
8 and we are ignorant what induced him to with-

1
Fragm. 10. 2

Fragra. 71. The reading Qaffiuv in this fragment is con-

jectural.
3
Comp. ch. X. 4.

4 Ch. X. 7.

* See Harpocration in Srpi^Mj.
6
Fragm. 11, 43,

7
Fragm. 25, 26.

8 This is evident from fr. 83, "OpKov 8' Ivofftpiffdw ^ycu>, Xas re ital rpdve^a-v.

N 2
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draw his consent. The rage with which Archilochus assailed

the family, now knew no bounds ; and he not only accused

Lycambes of perjury, but Neobule and her sisters of the most

abandoned lives. It is unintelligible how the Parians could

suffer the exasperated poet to heap such virulent abuse on per-

sons with whom he had shortly before so earnestly desired to

connect himself, had not these iambics first appeared at a festi-

val whose solemnization gave impunity to every license; and

had it not been regarded as a privilege of this kind of poetry to

exaggerate at will the evil reports for which any ground existed,

and in the delineation of offences which deserved some reproof

to give the reins to the fancy. The ostensible object of Archi-

lochus's iambics, like that of the later comedy, was to give

reality to caricatures, every hideous feature of which was made

more striking by being magnified. But that these pictures, like

caricatures from the hand of a master, had a striking truth, may
be inferred from the impression which Archilochus's iambics

produced, both upon contemporaries and posterity. Mere

calumnies could never have driven the daughters of Lycambes
to hang themselves, if, indeed, this story is to be believed, and

is not a gross exaggeration. But we have no need of it
; the

universal admiration which was awarded to Archilochus's iam-

bics, proves the existence of a foundation of truth ; for when
had a satire which was not based on truth universal reputation

for excellence? When Plato produced his first dialogues

against the sophists, Gorgias is said to have exclaimed,
' Athens

has given birth to a new Archilochus/ This comparison, made

by a man not unacquainted with art, shows at all events that

Archilochus must have possessed somewhat of the keen and de-

licate satire which in Plato is most severe where a dull listener

would be least sensible of it.

8. Unluckily, however, we can form but an imperfect idea

of the general character and tone of Archilochus's poetry ; and

we can only lament a loss such as has perhaps hardly been sus-

tained in the works of any other Greek poet. Horace's Epodes

are, as he himself says, formed on the model of Archilochus, as

to form and spirit,
1 but not as to subject ; and we can

1 Parios ego primus iambos

Ostendi Latio, numeroB animosque secutus

Archilochi, non res et agentia verba Lycamben. (Herat. Ep. I. 19, 23.)
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but rarely detect or divine a direct imitation of the Parian

poet.
1

All that we can now hope to obtain is the knowledge of the

external form, especially the metrical structure of Archilochus'a

poems ;
and if we look to this alone, we must regard Archilochus

as one of those creative minds which discover the aptest expres-
sion for new directions of human thought. While the metrical

form of the epos was founded upon the dactyl, which, from the

equality of the arsis and thesis, has a character of repose and

steadiness, Archilochus constructed his metres out of that sort

of rhythm which the ancient writers called the double
(-ytVoc

SnrXaaiov), because the arsis has twice the length of the thesis.

Hence arose, according as the thesis is at the beginning or the

end, the iambus or the trochee, which have the common cha-

racter of lightness and rapidity. At the same time there is

this difference, that the iambus, by proceeding from the short

to the long syllable, acquires a tone of strength, and appears

peculiarly adapted to impetuous diction and bold invective,

while the trochee, which falls from the long to the short, has a

feebler character. Its light tripping movement appeared pecu-

liarly suited to dancing songs; and hence, besides the name

of trochseus, the runner, it also obtained the name of choreius,

the dancer :
2

occasionally, however, its march was languid and

feeble. Archilochus formed long verses of both kinds of feet,

and in so doing, with the purpose of giving more strength and

body to these short and weak rhythms, he united iambic and

trochaic feet in pairs. In every such pair of feet (called dipodia),

he left the extreme thesis of the dipodia doubtful (that is, in

the iambic dipodia the first, in the trochaic the last thesis) ;
so

that these short syllables might be replaced by long ones.

Archilochus, however, in order not to deprive the metre of its

proper rapidity, did not introduce these long syllables so often

as ^Eschylus, for example, who sought, by means of them, to

1 The complaint about perjury (Epod. XV.) agrees well with the relations of

Archilochus to the family of Lycambes. The proposal to go to the islands of the

blessed, in order to escape all misery, in Epod. XVI., would be more natural in

the mouth of Archilochus, directed to the Thasian colony, than in that of Horace.

The Neobule of Horace is Canidia, but with great alterations.

8
According to Aristot. Poet. 4, the trochaic tetrameter is suited to an dpx^ffru^

s,
but the iambic verse is most XcKTuc6j.
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give more solemnity and dignity to his verses. Moreover,

Archilochus did not admit resolutions of the long syllables, like

the comic poets, who thus made the course of the metre more

rapid and various. He then united three iambic dipodias (by

making the same words common to more than one pair of feet)

into a compact whole, the iambic trimeter : and four trochaic

dipodias, two of which, however, were divided from the other

two by a fixed pause (called diaeresis), into the trochaic tetra-

meter. Without going more minutely into the structure of the

verses, it is sufficiently evident from what has been said, that

these metres were in their way as elaborate productions of

Greek taste and genius as the Parthenon or the statue of the

Olympic Jupiter. Nor can there be any stronger proof of their

perfection than that metres, said to have been invented by

Archilochus,
1
retained their currency through all ages of the

Greek poetry ;
and that although their application was varied

in many ways, no material improvement was made in their

structure.

The distinction observed by Archilochus in the use of them

was, that he employed the iambic for the expression of his

wrath and bitterness, (whence nearly all the iambic fragments
of Archilochus have a hostile bearing), and that he employed
the trochaic as a medium between the iambic and the elegiac,

of which latter style Archilochus was, as we have already seen,

one of the earliest cultivators. As compared with the elegy,

the trochaic metre has less rapidity and elevation of sentiment,

and approaches more to the tone of common life ; as in the

passage
2
in which the poet declares that ' he is not fond of a

tall general walking with his legs apart, with his hair carefully

arranged, and his chin well shorn ; but he prefers a short man,
with his legs bent in, treading firmly on his feet, and full of

spirit and resource/ A personal description of this kind, with

a serious intent, but verging on the comic in its tone, would

not have suited the elegy ; and although reflections on the mis-

fortunes of life occur in trochaic as well as in elegiac verses, yet

an attentive reader can distinguish between the languid tone of

the latter and the lively tone of the former, which would natu-

1 See Plutarch, de MvuicA, c. ?8, the chief passage on the numerous inventions

of Archilochus in rhythm and music. Fragm. 9.
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rally be accompanied in the delivery with appropriate gesticula-

tion. Trochaics were also recited by Archilochus at the banquet ;

but while the elegy was an outpouring of feelings in which the

guests were called on to participate, Archilochus selects the

trochaic tetrameter in order to reprove a friend for having

shamelessly obtruded himself upon a feast prepared at the com-

mon expense of the guests, without contributing his share, and

without having been invited.
1

Other forms of the poetry of Archilochus may be pointed out,

with a view of showing the connexion between their metrical

and poetical characters. Among these are the verses called by
the metrical writers asynartetes, or unconnected, and by them

said to have been invented by Archilochus : they are considered

by Plutarch as forming the transition to another class of

rhythms. Of these difficult metres we will only say, that they
consist of two metrical clauses or members of different kinds

;

for example, dactylic or anapaestic, and trochaic, which are

loosely joined into one verse, the last syllable of the first member

retaining the license of the final syllable of a verse.
2

This

kind of metre, which passed from the ancient iambic to the

comic poets, has a feeble and languid expression, though

capable at times of a careless grace ;
nor was it ever employed

for any grave or dignified subject. This character especially

appears in the member consisting of three pure trochees, with

which the asynartetes often close ; which was named Ithyphal-

licus, because the verses sung at the Phallagogia of Dionysus,

the scene of the wildest revelry in the worship of this god,

were chiefly composed in this metre.* It seems as if the inten-

1
Fragin. 88. The person reproved is the same Pericles who, in the elegies, is

addressed as an intimate friend. (See fragm. i, and 131.)

3
Archilochus, as well as his imitator Horace, did not allow these two clauses to

run into one another ;
but as the comic poets used this liberty (Hephaestion, p. 84.

Gaiflf.) it is certain that in Archilochus, 'Epaer/io^ Xap&af, \ XPV/^ f&oiw,

for example, is to be considered as one verse.

3 A remarkable example of this class of songs is the poem in which the Athenians

saluted Demetrius, the son of Antigonus, as a new Bacchus, and which is called by

Athenaeus t0v<j>a\\os. It begins as follows (VI. p. -253) :

*0s ol n^-fiffToi TWV BeCiv Kal <f>t\rarot

-rfj
Tr6Xet irdpfifftv.

This poem, by its relaxed and creeping but at the same time elegant and gra.

tone, characterizes the Athens of that time far better than many declamatioi

rhetorical historians.
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tion had been that after the effort required iu the anapaestic or

dactylic member, the voice should find repose in the trochaic

clause, and that the verse should thus proceed with agreeable

slowness. Hence the soft plaintive tone, which may easily be

recognised in the fragments of the asynartetes of Archilochus,

as well as in the corresponding imitations of Horace. 1

Another metrical invention of Archilochus was a prelude to

the formation of strophes, such as we find them in the remains

of the jEolic lyric poets. This was the epodes, which, how-

ever, are here to be considered not as separate strophes, but

only as verses
;
that is, as shorter verses subjoined to longer

ones. Thus an iambic dimeter forms an epode to a trimeter,

an iambic dimeter or trimeter to a dactylic hexameter, a short

dactylic verse to an iambic trimeter, an iambic verse to an

asynartete ; the object often being to give force and energy to the

languid fall of the rhythm. In general, however, the purposes
of these epodic combinations are as numerous as their kinds;

and if it appears at first sight that Archilochus was guided by
no principle in the formation of them, yet on close examination

it will be found that each has its appropriate excellence.
2

9. As to the manner in which these metres were recited,

so important a constituent in their effect, we know thus much,
that the uniformity of the rhapsodists' method of recitation was

broken, and that a freer and bolder style was introduced, which

sometimes passed into the grotesque and whimsical
; although, in

general, iambic verses (as we have already seen 3

)
were in strict-

ness not sung but rhapsodised. There was, however, a mode

1 See especially fragm. 24, where Archilochus describes, in asynartetes with

iambic epodes, the violent love which has consumed his heart, darkened his sight,

and deprived him of reason
; probably in reference to his former love for Neobule,

which he had then given up. Horace's eleventh Epode is similar in many respects.
1 When one epode follows two verses there is a small strophe, as fragm. 38 :

If the two last verses are here united into one, a proode is formed, which is the

reverse of the epode; it often occurs in Horace. Another example of a kind of

strophe is the short strain of victory which Archilochus is said to have composed
for the Olympic festival to Hercules and lolaus (fragm. 60) ;

two trimeters with

the ephymnion TiJveXXa *aXXw/tf.

Chap. IV. 3.
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of reciting iambics introduced by Archilochus, by which some

poems were repeated to the time of a musical instrument, and

others were sung.
1 The paracataloge, which consisted in the

interpolation of a passage recited without strict rhythm and

fixed melody, into a piece composed according to certain rules,

was also ascribed to Archilochus. Lastly, many entertain the

opinion (which, however, seems doubtful,) that Archilochus in-

troduced the separation of instrumental music from singing, to

this extent, that the instrument left the voice, and did not

fall in with it till the end, while the early musicians accompa-
nied it, syllable for syllable, with the same notes on the instru-

ment.2 A peculiar kind of three-cornered stringed instrument,

called iambyce, was also used to accompany iambics, and

probably dated from the time of Archilochus.3

10. It was necessary to lay these dry details before the

reader in order to give an idea of the inventive genius which

places Archilochus next, in point of originality, to Homer,

among the Greek poets. There is, however, another remark-

able part of the poetical character of Archilochus, viz., his lan-

guage. If we can imagine ourselves living at a time when only
the epic style, with its unchanging solemnity, its abundance of

graphic epithets, and its diffuse and vivid descriptions, was cul-

tivated by poets, with no other exception than the recent and

slight deviation of the elegy, we shall perceive the boldness of

introducing into poetry a language which, surrendering all these

advantages, attempted to express ideas as they were conceived

by a sober and clear understanding. In this diction there are

no ornamental epithets, intended only to fill out the image ;

but every adjective denotes the quality appropriate to the sub-

1
ret (itv Ia/j.^e2a \ye<r#cu irapa TTJV Kpovffiv, TCL 8' &8eff6ai, Plutarch ubi sup. Pro-

bably this was connected with the epodic composition ; though, according to

Plutarch, it also occurred in the tragedians.
3 In Plutarch the latter is called irp6<rx.op8a Kpovw, the former -fj

virb TTJV v'3f

icpowis, which Archilochus is said to have invented. The meaning is made clear by

a comparison of Aristot. Problem. XIX. 39, and Plato Leg. VII. p. 812. Kpovtir

denotes the playing on any musical instrument, the flute as well as the cithara.

3 See Athen. XIV. p. 646. Hesychius and Photius in /a/t/Swo;. The instrument

K\e\f/ia/j.poi, mentioned by Athenaeus, appears to have been specially destined
for the

virb TT)i> ydrjv Kpovcru.
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ject, as conceived in the given place.
1 There are no antiquated

words or forms deriving dignity from their antiquity, but it is

the plain language of common life ;
and if it seem to contain

still many rare and difficult words, it is because the Ionic dia-

lect retained words which afterwards fell into disuse. \Ve

likewise find in it the article/ unknown to the epic language ;

and many particles used in a manner having a far closer affinity

with a prose than with an epic style. In short, the whole dic-

tion is often such as might occur in an Attic comic poet, and,

without the metre, even in a prose writer : nothing but the

liveliness and energy with which all ideas are conceived and ex-

pressed, and the pleasing and graceful arrangement of the

thoughts, distinguishes this language from that of common life.
3

As we have laboured to place the great merit of Archilochus

in its true light, we may give a shorter account of the works of

his followers in iambic poetry. His writings will also furnish

a standard of comparison for the others.

ii. SIMONIDES OF AMORGUS follows Archilochus so closely

that they may be considered as contemporaries. He is said to

have nourished in the period following Ol. 29 (664 B.C.). The

principal events of his life, as of that of Archilochus, are con-

nected with the foundation of a colony : he is said to have led

the Samians to the neighbouring island of Amorgus, and to

1 Of this kind are such adjectives as (fragm. 27)

Oik (8' 6/xwj 0dXXj dira\bv xp&a>

where the skin is not called tender generally, but in reference to the former bloom of

the person addressed
;
and as (fragm. 55)

<ifj.v5pa.v xotpdS' fa.\evdfj.cvot,

where the rock is not called dark generally, but in reference to the difficulty of

avoiding a rock beneath the surface of the water. Such epic epithets as iralS' "Apfw

fjnrj(f>6vov (fragm. 116) are very rare.
* E. g. fragm. 58 : rotd5f 8' S> vWijice, TTJV TiryV ?xetj, where the article separates

roidvSf from vvyfy :

' such are the posteriors which you have.'
3 We may cite, as instances of the simple language of Archilochus, two fragments

evidently belonging to a poem which had some resemblance to Horace's 6th epode.
In tbe beginning was fragment 111, *6XX' oZS' dXtimj, dXX' ^xivoi Iv ntya ; 'the

fox uses many arts, but the hedgehog has one great one,' viz. to roll himself up and

resist his enemy. And towards the end (fragm. 118) ft> 5' tirlffTa.fi.ai fj^ya, Tbr

KO.KWS ri bpuvra Sfivois dyrcLfjifi^effOai KO.KOIS, by which words the poet applied to

himself the image of the hedgehog : he had the art of retaliating on those who ill

treated him. Consequently the first fragment would be an incomplete trochaic

tetrameter.
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have there founded three cities. One of these was Minoa
where he settled. Like Archilochus, Simonides composed
iambics and trochaic tetrameters ; and in the former metre he

also attacked individuals with the lash of his invective and ridi-

cule. What the family of Lycambes were to Archilochus, a cer-

tain Orodoecides was to Simonides. More remarkable, however,
is the peculiar application which Simonides made of the iambic

metre : that is to say, he took not individuals, but whole classes

of persons, as the object of his satire. The iambics of Simo-

nides thus acquire a certain resemblance to the satire inter-

woven into Hesiod's epic poems ; and the more so, as it is on

women that he vents his displeasure in the largest of his extant

pieces. For this purpose he makes use of a contrivance which,
at a later time, also occurs in the gnomes of Phocylides ; that

is, he derives the various, though generally bad, qualities of

women from the variety of their origin ; by which fiction he

gives a much livelier image of female characters than he could

have done by a mere enumeration of their qualities. The un-

cleanly woman is formed from the swine, the cunning woman,

equally versed in good and evil, from the fox, the talkative

woman from the dog, the lazy woman from the earth, the un-

equal and changeable from the sea, the woman who takes plea-

sure only in eating and sensual delights from the ass, the per-

verse woman from the weasel, the woman fond of dress from

the horse, the ugly and malicious woman from the ape. There

is only one race created for the benefit of men, the woman

sprung from the bee, who is fond of her work and keeps faith-

ful watch over her house.

1 2. From the coarse and somewhat rude manner of Simo-

nides, we turn with satisfaction to the contemplation of SOLON'S

iambic style. Even in his hands the iambic retains a character

of passion and warmth, but it is only used for self-defence in a

just cause. After Solon had introduced his new constitution,

he soon found that although he had attempted to satisfy the

claims of all parties, or rather to give to each party and order

its due share of power, he had not succeeded in satisfying any.

In order to shame his opponents, he wrote some iambics, in

which he calls on his censors to consider of how many citizens

the state would have been bereaved, if he had listened to the
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demands of the contending factions. As a witness of the good-
ness of his plans, Solon calls the great goddess Earth, the

mother of Cronus, whose surface had before his time been

covered with numerous boundary stones, in sign of the ground

being mortgaged : these he had succeeded in removing, and iu

restoring the land in full property to the mortgagers. This

fragment is well worth reading,
1

since it gives as clear an idea

of the political situation of Athens at that time, as it does of

Solon's iambic style. It shows a truly Attic energy and ad-

dress in defending a favourite cause, while it contains the first

germs of that power of speech,
2 which afterwards came to ma-

turity in the dialogue of the Athenian stage, and in the oratory
of the popular assembly and of the courts of justice. In the

dialect and expressions, the poetry of Solon retains more of the

Ionic cast.

In like manner the few remnants of Solon's trochaics enable

us to form some judgment of his mode of handling this metre.

Solon wrote his trochaics at nearly the same time as his iambics;

when, notwithstanding his legislation, the struggle of parties

again broke out between their ambitious leaders, and some

thoughtless citizens reproached Solon, because he, the true pa-

triot, the friend of the whole community, had not seized the

reins with a firm hand, and made himself monarch :

* Solon was

not a man of deep sense or prudent counsel ; for when the god
offered him blessings, he refused to take them : but when he

had caught the prey, he was struck with awe, and drew not up
the great net, failing at once in courage and sense : for else he

would have been willing, having gained dominion and obtained

unstinted wealth, and having been tyrant of Athens only for a

single day, afterwards to be flayed, and his skin made a leathern

bottle, and that his race should become extinct.'
3 The other

fragments of Solon's trochaics agree with the same subject ;
so

that Solon probably only composed one poem in this metre.

13. Far more nearly akin to the primitive spirit of the

iambic verse was the style of HIPPONAXJ who flourished about

the 6oth Olympiad (540 B.C.). He was born at Ephesus, and

was compelled by the tyrants Athenagoras and Comas to quit

1
Solon, No. 28, Gaisford. *

itu-iriyj. Fragment 35, Gaisford.
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his home, and to establish himself in another Ionian city, Cla-

zomense. This political persecution (which affords a presump-
tion of his vehement love of liberty) probably laid the founda-

tion for some of the bitterness and disgust with which he

regarded mankind. Precisely the same fierce and indignant
scorn which found an utterance in the iambics of Archilochus,
is ascribed to Hipponax. What the family of Lycambes was
to Archilochus, Bupalus and Athenis (two sculptors of a family
of Chios, which had produced several generations of artists)

were to Hipponax. They had made his small, meagre, and

ugly person the subject of a caricature
; an insult Hipponax

avenged in the bitterest and most pungent iambics, of which
some remains are extant. In this instance, also, the satirist is

said to have caused his enemy to hang himself. The satire of

Hipponax, however, was not concentrated so entirely on certain

individuals
; from existing fragments it appears rather to have

been founded on a general view of life, taken, however, on its

ridiculous and grotesque side. The luxury of the Greeks of

Lesser Asia, which had already risen to a high pitch, is a

favourite object of his sarcasms. In one of the longest frag-

ments he says,
1 ' For one of you had very quietly swallowed a

continued stream of thunny with dainty sauces, like a Lamp-
sacenian eunuch, and had devoured the inheritance of his

father; therefore he must now break rocks with a mattock,
and gnaw a few figs and a little black barley bread, the food

of slaves/

His language is filled with words taken from common life,

such as the names of articles of food and clothing, and of ordi-

nary utensils, current among the working people. He evidently

strives to make his iambics local pictures full of freshness,

nature, and homely truth. For this purpose, the change which

Hipponax devised in the iambic metre was as felicitous as it

was bold
;
he crippled the rapid agile gait ofthe iambic by trans-

forming the last foot from a pure iambus into a spondee, con-

trary to the fundamental principle of the whole mode of versi-

fication. The metre thus maimed and stripped of its beauty

and regularity,
2 was a perfectly appropriate rhythmical form

1
Ap. Athen. VII. p. 304- B.
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for the delineation of such pictures of intellectual deformity as

Hipponax delighted in. Iambics of this kind (called choliambics

or trimeter scazons) are still more cumbrous and halting when

the fifth foot is also a spondee; which, indeed, according to

the original structure, is not forbidden. These were called

broken-backed iambics (ischiorrhogics), and a grammarian
1

settles the dispute (which, according to ancient testimony, was

so hard to decide), how far the invention of this kind of verse

ought to be ascribed to Hipponax, and how far to another

iambographer, Ananius, by pronouncing that Anauius invented

the ischiorrhogic variety, Hipponax the common scazon. It ap-

pears, however, from the fragments attributed to him, that

Hipponax sometimes used the spondee in the fifth foot. In the

same manner and with the same effect these poets also changed
the trochaic tetrameter by regularly lengthening the penulti-

mate short syllable. Some remains of this kind are extant.

Hipponax likewise composed pure trimeters in the style of

Archilochus ; but there is no conclusive evidence that he mixed

them with scazons.

ANANIUS has hardly any individual character in literary his-

tory distinct from that of Hipponax. In Alexandria their

poems seem to have been regarded as forming one collection ;

and thus the criterion by which to determine whether a par-

ticular passage belonged to the one or to the other, was often

lost or never existed. Hence in the uncertainty which is the

true author, the same verse is occasionally ascribed to both.
2

The few fragments which are attributed with certainty to

Ananius are so completely in the tone of Hipponax, that it

would be a vain labour to attempt to point out any charac-

teristic difference.
3

14. Akin to the iambic are two sorts of poetry, which,

though differing widely from each other, have both their source

in the turn for the delineation of the ludicrous, and both stand

in a close historical relation to the iambic : the Fable (origi-

1 In Tyrwhitt, Dissert, do Bdbrio, p. 1 7.
1 As in Athen. XIV. p. 625 C.

* There is no sufficient ground for supposing that Herondas, who is sometimes

mentioned as a choliambic poet, lived in this age. The mimiambic poetry ascribed

to him will be treated of in connexion with the Mimes of Sophron.
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nally called aivoq, and afterwards, less
precisely, /uu0o and

Aoyoc), and the Parody.
With regard to the/a6/e, it is not improbable that in other

countries, particularly in the north of Europe, it may have
arisen from a child-like playful view of the character and
habits of animals, which frequently suggest a comparison with
the nature and incidents of human life. In Greece, however,
it originated in an intentional travestie of human affairs. The

aivoq is, as its name denotes, an admonition,
1 or rather a reproof,

veiled, either from fear of an excess of frankness or from love of

fun and jest, beneath the fiction of an occurrence happening

among beasts. Such is the character of the ainos, at its very
first appearance in Hesiod.2 ' Now I will tell the kings a

fable, which they will understand of themselves. Thus spake
the hawk to the nightingale, whom he was carrying in his

talons aloft in the air, while she, torn by his sharp claws,

bitterly lamented Foolish creature, why dost thou cry out ?

One much stronger than thou hast seized thee ; thou must go
whithersoever I carry thee, though thou art a songstress; I

can tear thee in pieces or I can let thee go at my pleasure/

Archilochus employed the ainos in a similar manner in his

iambics against Lycambes.
3 He tells how the fox and the

eagle had contracted an alliance, but (as the fable, according to

other sources, goes on to tell)
4 the eagle was so regardless of

her engagement, that she ate the fox's cubs. The fox could

only call down the vengeance of the gods, and this shortly

overtook her
;
for the eagle stole the flesh from an altar, and

did not observe that she bore with it sparks which set fire to

her nest, and consumed both that and her young ones.

It is clear that Archilochus meant to intimate to Lycambes,
that though he was too powerless to call him to account for

the breach of his engagement, he could bring down upon him

the chastisement of the gods.

Another of Archilochus's fables was pointed at absurd pride

of rank.5

1
vapalveo-is. See Philological Museum, vol. I. p. 281.

3
Op. et D. v. 202, seq.

3 Fr. 38, ed. Gaisford ;
see note on fr. 39.

4 Coraes M.Muv Alffwvduv vvvaywyTi, c. I. Aristoph. Av. 651, ascribes the

fable to Msop.
6 See Gaisford, fr. 39.
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In like manner Stesichorus cautioned his countrymen, the

Himerseans, against Phalaris, by the fable of the horse, who, to

revenge himself on the stag, took the man on his back, and

thus became his slave.
1 And wherever we have any ancient

and authentic account of the origin of the yEsopian fable, we

find it to be the same. It is always some action, some project,

and commonly some absurd one, of the Samians, or Delphiaus,

or Athenians, whose nature and consequences ^Esop describes

in a fable, and thus often exhibits the posture of affairs in

a more lucid, just, and striking manner than could have been

done by elaborate argument. But from the very circumstance,

that in the Greek fable the actions and business of men are the

real and prominent object, while beasts are merely introduced

as a veil or disguise, it has nothing in common with popular

legendary stories of beasts, nor has it any connexion with

mythological stories of the metamorphoses of animals. It is

exclusively the invention of those who detected in the social

habits of the lower animals points of resemblance with those

of man; and while they retained the real character in some

respects, found means, by the introduction of reason and speech,

to place them in the light required for their purpose.

15. It is probable that the taste for fables of beasts and

numerous similar inventions, found their way into Greece from

the East
;
since this sort of symbolical and veiled narrative is

more in harmony with the Oriental than with the Greek cha-

racter. Thus, for example, the Old Testament contains a fable

completely in the style of ^Esop (Judges, ix. 8). But not to

deviate into regions foreign to our purpose, we may confine

ourselves to the avowal of the Greeks themselves, contained in

the very names given by them to the fable. One kind of fable

was called the Libyan, which we may, therefore, infer was of

African origin, and was introduced into Greece through Cyrene.
To this class belongs, according to JEschylus,

2 the beautiful

fable of the wounded eagle, who, looking at the feathering of

the arrow with which he was pierced, exclaimed,
' I perish by

1 Arist Rhet. II. 20. The fable of Menenius Agrippa is similarly applied ; but

it ia difficult to believe that the ainos, so applied, was known in Latium at that

time, and it seems probable that the story was transferred from Greece to Rome.
1
Fragment of the Myrmidons.
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feathers drawn from my own wing.' From this example we
see that the Libyan fable belonged to the class of fables of

animals. So also did the sorts to which later teachers of

rhetoric
1

give the names of the Cyprian and the Cilician ; these

writers also mention the names of some fabulists among the

barbarians, as Cybissus the Libyan and Connis the Cilician.

The contest between the olive and the laurel on mount Tmolus,
is cited as a fable of the ancient Lydians?

The Carian stories or fables, however, were taken from human
life, as, for instance, that quoted by the Greek lyric poets,

Timocreon and Simonides. A Carian fisherman, in the winter,

sees a sea polypus, and he says to himself,
' If I dive to catch

it, I shall be frozen to death ;
if I don't catch it, my children

must starve/
3 The Sybaritic fables mentioned by Aristophanes

have a similar character. Some pointed saying of a man or

woman of Sybaris, with the particular circumstances which

called it forth, is related.
4 The large population of the wealthy

Ionian Sybaris appears to have been much given to such

repartees, and to have caught them up and preserved them with

great eagerness. Doubtless, therefore, the Sicilian poet Epi-
charmus means, by Sybaritic apophthegms,

5 what others call

Sybaritic fables. The Sybaritic fables, nevertheless, occasionally

invested not only the lower animals, but even inanimate objects,

with life and speech, as in the one quoted by Aristophanes. A
woman in Sybaris broke an earthen pot ;

the pot screamed out,

and called witnesses to see how ill she had been treated. Then

the woman said,
'

By Cora, if you were to leave off calling out

for witnesses, and were to make haste and buy a copper ring to

bind yourself together, you would show more wisdom/ This

fable is used by a saucy merry old man, in ridicule of one whom
he has ill treated, and who threatens to lay a complaint against

him. Both the Sybaritic and ^Esopian fables are represented

by Aristophanes as jests, or ludicrous stories

1
Theon, and in part also Aphthonius. A fragment of a Cyprian fable, about the

doves of Aphrodite, is published in the excerpts from the Codex Angelicus in Walz,

Rhetor. Grec. vol. II. p. 12.

2 Callim. fr. 93. Bentl.

3 From the Codex Angelicus in Walz, Met. Gr. voL II. p. 1 1, and the Proverbs

of Macarius in Walz, Arsenii Violetum, p. 318.
4
Aristoph. Vesp. 1259, 1427, 1437.

B Suidas in v.

VOL. I. o
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1 6. To return to jEsop : Bentley has shown that he was

very far from being regarded by the Greeks as one of their poets,

and still less as a writer. They considered him merely as an

ingenious fabulist, under whose name a number of fables, often

applicable to human affairs, were current, and to whom, at a

later period, nearly all that were either invented or derived

from any other source, were attributed. His history has

been dressed out by the later Greeks, with all manner of

droll and whimsical incidents. What can be collected from

the ancient writers down to Aristotle is, however, confined

to the following.

.ZEsop was a slave of the Samian ladmon, the son of He-

phaestopolis, who lived in the time of the Egyptian king
Amasis. (The reign of Amasis begins Olymp. 52. 3, 570

B.C.) According to the statement of Eugeon, an old Samian

historian,
1 he was a native of the Thracian city Mesembria,

which existed long before it was peopled by a colony of

Byzantines in the reign of Darius.5

According to a less

authentic account he was from Cotyaeon in Phrygia. It

seems that his wit and pleasantry procured him his freedom
;

for though he remained in ladmon's family, it must have

been as a freedman, or he could not, as Aristotle relates,

have appeared publicly as the defender of a demagogue, on

which occasion he told a fable in support of his client. It

is generally received as certain that ^Esop perished in Delphi;
the Delphians, exasperated by his sarcastic fables, having put
him to death on a charge of robbing the temple. Aristo-

phanes alludes to a fable which ^Esop told to the Delphians,
of the beetle who found means to revenge himself on the

eagle.
3

The character of the ^Esopian fable is precisely that of

the genuine beast-fable, such as we find it among the Greeks.

The condition and habits of the lower animals are turned to

account in the same manner, and, by means of the poetical

introduction of reason and speech, are placed in such a light

v, or Evyetuv, falsely written 'EAyetrtav, in Suidas in v.

* Mesembria, Pattymbria, and Selymbria, are Thracian names, and mean the

cities of Meses, Pattys, and Selys.
*
Aristoph. Vetp. 1448. cf. Pat. 129. Coraea, ^Esop. c. i.
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as to produce a striking resemblance to the incidents and
relations of human life.

Attempts were probably early made to give a poetical form
to the jEsopian fable. Socrates is said to have beguiled his

imprisonment thus. The iambic would of course suggest itself

as the most appropriate form (as at a later period it did to

Phsedrus), or the scazon, which was adopted by Callimachus and
Babrius. 1 But no metrical versions of these fables are known to

have existed in early times. The ainos was generally regarded
as a mode of other sorts of poetry, particularly the iambic, and
not as a distinct class.

17. The other kind of poetry whose origin we are now
about to trace, is the Parody. This was understood by the

ancients, as well as by ourselves, to mean an adoption of the

form of some celebrated poem, with such changes in the matter

as to produce a totally different effect
; and, generally, to sub-

stitute mean and ridiculous for elevated and poetical sentiments.

The contrast between the grand and sublime images suggested
to the memory, and the comic ones introduced in their stead,

renders parody peculiarly fitted to place any subject in a ludi-

crous, grotesque, and trivial light. The purpose of it, however,
was not in general to detract from the reverence due to the

ancient poet (who, in most cases was Homer), by this travestie,

but only to add fresh zest and pungency to satire. Perhaps,

too, some persons sporting with the austere and stately forms

of the epos, (like playful children dressing themselves in gorgeous

and flowing robes of state), might have fallen upon the device

of parody.
We have already alluded to a fragment of Asius 2

in elegiac

measure, which is not indeed a genuine parody, but which ap-

proaches to it. It is a comic description of a beggarly parasite,

rendered more ludicrous by a tone of epic solemnity. But,

according to the learned Polemon,
3 the real author of parody

was the iambographer Hipponax, of whose productions in this

kind a hexametrical fragment is still extant.

1 8. The Batrachomyomachia, or Battle of the Frogs and

1 A distich of an yEsopian fable is, however, attributed by Diogenes Laertius to

Socrates. Fragments of fables in hexameters also occur.

3 Ch. X. 7.
3
Ap. Athen. XV. p. 698, B.

o a
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the Mice (which has come down to us among the lesser Homeric

poems), is totally devoid of sarcastic tendency. All attempts

to discover a satirical meaning in this little comic epos have

been abortive. It is nothing more than the story of a war

between the frogs and the mice, which, from the high-sounding
names of the combatants, the detailed genealogies of the prin-

cipal persons, the declamatory speeches, the interference of the

gods of Olympus, and all the pomp and circumstance of the

epos, has completely the external character of an epic heroic

poem ; a character ludicrously in contrast with the subject.

Notwithstanding many ingenious conceits, it is not, on the

whole, remarkable for vigour of poetical conception, and the

introduction falls far short of the genuine tone of the Homeric

epos, so that everything tends to show that the Batrachomyo-
machia is a production of the close of this era. This sup-

position is confirmed by the tradition that Pigres, the brother

of the Halicarnassian tyrant Artemisia, and consequently a con-

temporary of the Persian war, was the author of this poem,
1

although at a later period of antiquity, in the time of the

Romans, the Batrachomyomachia was ascribed without hesita-

tion to Homer himself.

1 The passage of Plutarch de Malign. Herod, c. 43, ought to be written as fol-

lows : TAoy 5 KaOijfj.tt'ovs tv HXaraiats dyvojjffai H^xpi rAous TOV dyuva roi>y

"EXXi/vcu, tiffiTfp /Sarpaxo/ivo/iaxfas ytvofdvTjs (fy IHypi)s 6
'

Aprefjufflas iv fveat

Talfav Kal (pXitapuv typaif/cv) f) fftuiry Siayuvlffaffdai crvvOffj-tvuv, tva \d0u<ri TOIT

Concerning Pigres see Suidas, who, however, confounds the later with the earlier

Artemisia.



197

CHAPTER XII.

PROGRESS OP THE GREEK MUSIC.

I. Transition from the Epos, through the Elegy and Iambus, to Lyric Poetry
connexion of Lyric Poetry with Music. 2. Founders of Greek Music : Ter-

pander, his descent and date. 3. Terpander's invention of the seven-stringed
Cithara. 4. Musical scales and styles. 5. Nomes of Terpander for sing-

ing to the Cithara
; their rhythmical form. 6. Olympus, descended from an

ancient Phrygian family of flute-players. 7. His influence upon the develop-
ment of the music of the flute and rhythm among the Greeks. 8. His in-

fluence confined to music. 9. Thaletas, his age. 10. His connexion with

ancient Cretan worships. Paeans and hyporchemes of Thaletas. 11. Musi-
cians of the succeeding period Clonas, Hierax, Xenodamus, Xenocritus,

Polymnestus, Sacadas. 12. State of Greek Music at this period.

i. TTTHEN the epic, elegiac, and iambic styles had been

* perfected in Greece, the forms of poetry seemed to

have become so various, as scarcely to admit of further increase.

The epic style, raised above the ordinary range of human life,

had, by the exclusive sway which it exercised for centuries, and

the high place which it occupied in general opinion, laid a

broad foundation for all future Greek poetry, and had so far

influenced its progress that, even in those later styles which

differed the most widely from it, we may, to a certain extent,

trace an epic and Homeric tone. Thus the lyric and dramatic

poets developed the characters of the heroes celebrated in the

ancient epic poetry ; so that their descriptions appeared rather

to be the portraits of real persons than the conceptions of the

individual poet. It was not till the minds of the Greeks had

been elevated by the productions of the epic muse, that the

genius of original poets broke loose from the dominion of the

epic style, and invented new forms for expressing the emotions

of a mind profoundly agitated by passing events, with fewer

innovations in the elegy, but with greater boldness and novelty

in the iambic metre. In these two styles of poetry,
the

former suited to the expression of grief, the latter to the ex-
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pression of anger, hatred, and contempt Greek poetry entered

the domain of real life.

Yet a great variety of new forms of poetry was reserved for

the invention of future poets. The elegy and the iambus con-

tained the germs of the lyric style, though they do not them-

selves come under that head. The principal characteristic of

lyric poetry is its connexion with music, vocal as well as instru-

mental. This connexion, indeed, existed, to a certain extent,

in epic, and still more in elegiac and iambic poetry; but singing

was not essential in those styles. Such a recitation by a rhap-

sodist, as was usual for epic poetry, also served, at least in the

beginning, for elegiac, and in great part for iambic verses.

Singing and a continued instrumental accompaniment are ap-

propriate, where the expression of feeling or passion is incon-

sistent with a more measured and equable mode of recitation.

In the attempt to express these impulses, the alternation of

high and low tones would naturally give rise to singing.

Hence, with the fine sense of harmony possessed by the Greeks,

there was produced a rising and falling in the rhythm, which led

to a greater variety and a more skilful arrangement of metrical

forms. Moreover, as the expression of strong feeling required
more pauses and resting-places, the verses in lyric poetry natu-

rally fell into strophes, of greater or less length ; each of which

comprised several varieties of metre, and admitted of an appro-

priate termination. This arrangement of the strophes was, at

the same time, connected with dancing ; which was naturally,

though not necessarily, associated with lyric poetry. The more

lively the expression, the more animated will be the gestures of

the reciter ; and animated and expressive movements, which

follow the rhythm of a poem, and correspond to its metrical

structure, are, in fact, dancing.
The Greek lyric poetry, therefore, was characterized by the

expression of deeper and more impassioned feeling, and a more

swelling and impetuous tone, than the elegy or iambus ; and,

at the same time, the effect was heightened by appropriate vocal

and instrumental music, and often by the movements and figures

of the dance. In this union of the sister arts, poetry was in-

deed predominant ; and music and dancing were only employed
to enforce and elevate the conceptions of the higher art. Yet
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music, in its turn, exercised a reciprocal influence on poetry ;

so that, as it became more cultivated, the choice of the musical

measure decided the tone of the whole poem. In order, there-

fore, that the character of the Greek lyric poetry may be fully

understood, we will prefix an account of the scientific cultiva-

tion of music. Consistently with this purpose we should limit

our attention to the general character of the music of the

ancient Greeks, even if the technical details of the art, not-

withstanding many able attempts to explain them, were not still

enveloped in great obscurity.

2. The mythical traditions of Orpheus, Philammon, Chry-

sothemis, and other minstrels of the early times being set aside,

the history of Greek music begins with TERPANDER the Lesbian.

Terpander appears to have been properly the founder of Greek

music. He first reduced to rule the different modes of singing

which prevailed in different countries, and formed, out of these

rude strains, a connected system, from which the Greek music

never departed throughout all the improvements and refine-

ments of later ages. Though endowed with an inventive mind,
and the commencer of a new era of music, he attempted no

more than to systematize the musical styles which existed in the

tunes of Greece and Asia Minor. It is probable that Terpander
himself belonged to a family who derived their practice of music

from the ancient Pierian bards of Boeotia ; such an inheritance of

musical skill is quite conformable to the manners and institutions

of the early Greeks. 1 The ^Eolians of Lesbos had their origin

in Boeotia,
2 the country to which the worship of the Muses and

the Thracian hymns belonged ;

3 and they probably brought with

them the first rudiments of poetry. This migration of the art

of the Muses is ingeniously expressed by the legend that, after

the murder of Orpheus by the Thracian Maenads, his head and

lyre were thrown into the sea, and borne upon its waves to the

1 There were in several of the Greek states, houses or gentes, y^tnj, in which the

performance of musical exhibitions, especially at festivals, descended as an heredi-

tary privilege. Thus, at Athens, the playing of the cithara at processions belonged

to the Eunids. The Eumolpids of Eleusis were originally, as the name proves, a

gem of singers of hymns (see above, p. 34, ch. III. 7). The flute-players of

Sparta continued their art and their rights in families. Stesichorus and Simonide*

also belonged to musical families, as we will show below.

8 Ch. I. 5 (p. 12).
3
Chap. II. 8.



200 PROGRESS OF THE GREEK MUSIC.

island of Lesbos
; whence singing and the music of the cithara

flourished in this, the most musical of islands.
1 The grave

supposed to contain the head of Orpheus was shown in Antissa,

a small town of Lesbos ;
and it was thought that in that spot

the nightingales sang most sweetly.
2 In Antissa also, according

to the testimony of several ancient writers, Terpander was born.

In this way, the domestic impressions and the occupations of

his youth may have prepared Terpander for the great under-

taking which he afterwards performed.
The date of Terpander is determined by his appearance in

the mother country of Greece : of his early life in Lesbos

nothing is known. The first account of him describes him in

Peloponnesus, which at that time surpassed the rest of Greece

in political power, in well-ordered governments, and probably
also in mental cultivation. It is one of the most certain dates

of ancient chronology, that in the 26th Olympiad (B.C. 676)

musical contests were first introduced at the feast of Apollo

Carneius, and at their first celebration Terpander was crowned

victor. Terpander was also victor four successive times in the

musical contests at the Pythian temple of Delphi, which were

celebrated there long before the establishment of the gymnastic

games and chariot races (Ol. 47), but which then recurred every

eight, and not every four years.
3 These Pythian victories

ought probably to be placed in the period from the 27th to

the 33rd Olympiad. For the 4th year of the 33rd Olympiad

(645 B.C.) is the time at which Terpander introduced among
the Lacedaemonians his nomes for singing to the cithara, and

generally reduced music to a system.
4 At this time, therefore,

he had acquired the greatest renown in his art by his most

important inventions. In Lacedaemon, whose citizens had

from the earliest times been distinguished for their love of

music and dancing, the first scientific cultivation of music

frrlr etotSordnj, says Phanocles, the elegiac poet, who gives the most

elegant version of this legend (Stob. tit. LXII. p. 399).
*
Myrsilusof Lesbos, in Antigon. Caryst. Hist. Mirab. c. 5. In the account in

Nicomachus Genes. Enchir. Ham. II. p. 39. ed. Meibora. Antissa is mentioned

on the same occasion.

Mailer's Doriant, b. IV. ch. VL i.

4 Mariner Parium, ep. XXXIV. L 49, compared with Plutarch de MuticA, c. 9.
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was ascribed to Terpander j

1 and a record of the precise time

had been preserved, probably in the registers of the public

games. Hence it appears that Terpauder was a younger con-

temporary of Callinus and Archilochus
; so that the dispute

among the ancients, whether Terpander or Archilochus were

the elder, must probably be decided by supposing them to

have lived about the same time.

3. At the head of all the inventions of Terpander stands

the seven-stringed cithara. The only accompaniment for the

voice used by the early Greeks was a four-stringed cithara, the

tetrachord ; and this instrument had been so generally used,

and held in such repute, that the whole system of music was

always founded upon the tetrachord. Terpander was the first

who added three strings to this instrument; as he himself

testifies in two extant verses.
2 '

Disdaining the four-stringed

song, we shall sound new hymns on the seven-stringed phor-
minx.-* The tetrachord was strung so that the two extreme

strings stood to one another in the relation called by the ancients

diatessaron, and by the moderns a fourth ; that is to say, the

lower one made three vibrations in the time that the upper one

made four. Between these two strings, which formed the prin-

cipal harmony of this simple instrument, there were two others
;

and in the most ancient arrangement of the gamut, called the

diatonic, these two were strung so that the three intervals be-

tween these four strings produced twice a whole tone, and in

the third place a semitone. Terpander enlarged this instru-

ment by adding one tetrachord to another : he did not however

make the highest tone of the lower tetrachord the lowest of

the upper, but he left an interval of one tone between the two

tetrachords. By this arrangement the cithara would have had

eight strings, if Terpander had not left out the third string,

which must have -appeared to him to be of less importance.

The heptachord of Terpander thus acquired the compass of an

octave, or, according to the Greek expression, a diapason ;
be-

1
TI irpwTi) Ka.rdaTa.ffis ruv vepl T^V fj.ovffiK^v, says Plutarch, de Musicd, c. 9.

2 In Euclid, Introd. Harm. p. 19. Partly also in Strabo, XIII. p. 618 ;

Clemens Alex. Strom. -VI. p. 814, Potter. The verses are

'Hjuets TOC TTpdyr)pvv d7ro<rr^>a'Tej doiSrjv
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cause the highest tone of the upper aud the lowest of the lower

tetrachord stood in this relation, which is the simplest of all, as

it rests upon the ratio of i to 2
;
and which was soon acknow-

ledged by the Greeks as the fundamental concord. At the

same time the highest tone of the upper tetrachord stands to

the highest of the lower in the relation of the fifth, the arith-

metical expression of which is a to 3 ; and in general the tones

were doubtless so arranged that the simplest consonances after

the octave that is to say, the fourth and fifth governed the

whole. 1 Hence the heptachord of Terpander long remained in

high repute, and was employed by Pindar; although in his

time the deficient string of the lower tetrachord had been sup-

plied, and an octachord produced.
2

4. It will be convenient in this place to explain the dif-

ference between the scales
(ytvri),

and the styles or harmonies

(T/OOTTOI, apfjLoviai) of Greek music, since it is probable that they

were regulated by Terpander. The musical scales are deter-

mined by the intervals between the four tones of the tetrachord.

The Greek musicians describe three musical scales, viz., the

diatonic, the chromatic, and the enharmonic. In the diatonic,

the intervals were two tones and a semitone ; and hence the

diatonic was considered the simplest and most natural, and was

the most extensively used. In the chromatic scale the interval

is a tone and a semitone, combined with two other semitones.
3

This arrangement of the tetrachord was also very ancient, but

it was much less used, because a feeble and languid, though

pleasing character, was ascribed to it. The third scale, the en-

harmonic, was produced by a tetrachord, which, besides an

interval of two tones, had also two minor ones of quarter-tones.
This was the latest of all, and was invented by Olympus, who
must have flourished a short time after Terpander.

4 The

1 The strings of the heptachord of Terpander were called, beginning from tha

highest, NT^TTJ, vapavrfrri, ira.pa.fj.tffi], (ifor), \ixa.vbs, trapwirdTr}, irjretrij. The intervals

were i, i, ij, i, i, , if the heptachord was strung, according to the diatonic scale,

in the Doric style.
1 In proof of the account of the heptachord given in the text, see Boeckh, de

Metris Pindari, III. 7, p. 205, seq.
3 Of these short intervals, however, the one is greater than the other, the

former being more, the latter less, than a semitone. The first is called apotomc, the

other leimma.
4 See Plutarch, de Musica, 7, II, 20, 29, 33 ;

a treatise full of valuable notices,

but written with so little care that the author often contradicts himself.
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ancients greatly preferred the enharmonic scale, especially on
account of its liveliness and force. But from the small inter-

vals of quarter tones, the execution of it required great skill

and practice in singing and playing. These musical scales were
further determined by the styles or harmonies, because on them

depended, first, the position or succession of the intervals be-

longing to the several scales,
1

and, secondly, the height and

depth of the whole gamut. Three styles were known in very

early times, the Doric, which was the lowest, the Phrygian,
the middle one, and the Lydian, the highest. Of these, the

Doric alone is named from a Greek race; the two others are

called after nations of Asia Minor, whose love for music, and

particularly the flute, is well known. It is probable that

national tunes were current among these tribes, whose peculiar
character was the origin of these styles. Yet their fixed and

systematic relation to the Doric style must have been

the work of a Greek musician, probably of Terpander himself,

who, in his native island of Lesbos, had frequent opportunities

of becoming acquainted with the different musical styles of hid

neighbours of Asia Minor. Thus a fragment of Pindar relates,

that Terpander, at the Lydian feasts, had heard the tone of the

pectis, (a Lydiaii instrument, with a compass of two octaves,)

and had formed from it the kind of lyre which was called

Barbiton? The Lesbians likewise used a particular sort of

cithara, called the Asiatic
(

'

Aaiaq) ;
and this was by many held

to be the invention of Terpander, by others to be the work of

his disciple Cepioii.
3 It is manifest that the Lesbian musicians,

with Terpander at their head, were the means of uniting the

music of Asia Minor with that of the ancient Greeks (which

was best preserved among the Dorians in Peloponnesus), and

that they founded on it a system, in which each style had its

appropriate character. To the establishment of this character

1 For example, whether the intervals of the diatonon are J, i, i, as in the Doric

style, or i, |, i, as in the Phrygian, or i, i 4, as in the Lydian.
J In Athenaeus, XVI. p. 635. There are great difficulties as to the sense of this

much-contested passage. Pindar's meaning probably is, that Terpander formed

the deep-resounding barbiton by taking the lower octave from the pectis (or ma-

gadis). Among the Greek poets, Sappho is said to have first used the pectis or

magadis, then Anacreon.
*
Plutarch, de Mus. 6. Anecd. Bekker, vol. I. p. 452. Compare Aristoph. Thetm.

no, with the Scholia.
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the nomes (vopoi) contributed, musical compositions of great

simplicity and severity, something resembling the most ancient

melodies of our church music. The Doric style appears from

the statements of all the witnesses to have had a character of

great seriousness and gravity, peculiarly calculated to produce a
j

calm, firm, collected frame of mind. ' With regard to the 1

Doric style (says Aristotle), all are agreed that it is the most ;

sedate, and has the most manly character/ The Phrygian j

style was evidently derived from the loud vehement styles of

music employed by the Phrygians in the worship of the Great I

Mother ofthe gods and the Corybantes.
1 In Greece, too, it was I

used in orgiastic worships, especially in that of Dionysus. It was

peculiarly adapted to the expression of enthusiasm. The Lydian j

had the highest notes of any ofthe three ancient styles, and there-
j

fore approached nearer to the female voice ; its character was thus

softer and feebler than either of the others. Yet it admitted of

considerable variety of expression, as the melodies of the Lydian

style had sometimes a painful and melancholy, sometimes a

calm and pleasing character. Aristotle (who, in his Politics,

has given some judicious precepts on the use of music in educa-

tion) considers the Lydian style peculiarly adapted to the

musical cultivation of early youth.
In order to complete our view of this subject, we will here

give an account of the other styles of Greek music, although

they were invented after the time of Terpander. Between the

Doric and Phrygian styles with respect to the height and low-

ness of the tones, the Ionic was interpolated; and between

the Phrygian and Lydian, the ^Eolic. The former is said to

have had a languid and soft, but pathetic tone ;
it was particu-

larly adapted to laments. The latter was fitted for the expres-

sion of lively, and even impassioned feelings ; it is best known
from its use in the remains of the Lesbian poets and of Pindar.

To these five styles were then added an equal number with

higher and lower tones, which were annexed, at their respective

extremes, to the original system. The former were called

Hyperdorian, Hyperiastian, Hyperphrygian, &c.; the others

Hypolydian, Hypoaeolian, Hypophrygian, &c. Of these styles

none belong to this period except those which approximate

See ch. III. 8.
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closely to the first five, viz., the Hyperlydian, and the Hyper-
dorian, which was also called Mixolydian, as bordering upon
the Lydian. The invention of the former is ascribed to Poly-

mnestus,
1 that of the latter to the poetess Sappho; this latter

was peculiarly used for laments of a pathetic and tender cast.

But the entire system of the fifteen styles was only brought

gradually to perfection by the musicians who lived after the

times of Pindar.

5. Another proof that Terpander reduced to a regular

system the styles used in his time is, that he was the first who
marked the different tones in music. It is stated that Ter-

pander first added musical notes to poems.
2 Of his mode of

notation, indeed, we know nothing ;
that subsequently used by

the Greeks was introduced in the time of Pythagoras. Hence,
in later times, there existed written tunes by Terpander, of the

kind called nomes,
3 whereas the nomes of the ancient bards,

Olen, Philammon, &c., were only preserved by tradition, and

must therefore have undergone many changes. These nomes

of Terpander were arranged for singing and playing upon the

cithara. It cannot, indeed, be doubted that Terpander made use

of the flute, an instrument generally known among the Greeks

in his time ; Archilochus, the contemporary of Terpander, even

speaks of Lesbian paeans being sung to the flute
*

although the

cithara was the most usual accompaniment for songs of this

kind. But it appears, on the whole, from the accounts of the

ancients, that the cithara was the principal instrument in the

Lesbian music. The Lesbian school of singers to the cithara

maintained its pre-eminence in the contests, especially at the

Carnean festival at Sparta, up to Pericleitus, the last Lesbian

who was victorious on the cithara, and who lived before Hip-

ponax (Olym. 6o.)
5

Probably some of these nomes of Terpander

1 See IT.

8 MAoj vpuiTos irepitdijKe TOIJ iroi^/j.a.<n, says Clemens Alex. Strom. I. p. 364, B.

fi>v T^piravSpov KidapuSiKuv iroit)TT)v 6vra vbfiuv KO.TO. vbnov %KO.<ITOV TOIS

(ve<Ti rols eavrov Kal rois'O^pou filXi] -n-epLdevra $5eu> Iv rots &yu<rw. Plutarch cfe

Mus. 3, after Heraclidea. * Above, ch. III. 7.

4 Ai/rbs edpxuv irpbs av\f>v Aea/Stto' vai-^ova, Archilochus in Athen. V. p. 180, E,

fr. 58. Gaisford. It may also be conjectured from the mutilated passage of the

Parian marble, Ep. 35, that Terpander practised flute-playing.
5 Hence in Sappho, fr. 52, Blomf. (69, Neue), the Lesbian singer la called
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were improvements on ancient tunes used in religious rites;

and this appears to be the meaning of the statement that some

of the nomes noted down by Terpander were invented by the

ancient Delphic bard Philammon. Others seem to have grown
out of popular songs, to which the names ofJEolic and Boeotian

nomes allude.
1 The greater number were probably invented

by Terpander himself. These nomes of Terpander were finished

compositions, in which a certain musical idea was systematically

worked out ;
as is proved by the different parts which belonged

to one of them.8

The rhythmical form of Terpander^s compositions was very

simple. He is said to have added musical notes to hexameters. 3

In particular he arranged passages of the Homeric poems

(which hitherto had only been recited by rhapsodists) to a

musical accompaniment on the cithara
;
he also composed hymns

in the same metre, which probably resembled the Homeric

hymns, though with somewhat of the lyric character.
4 But

the nomes of Terpander can scarcely all have had the simple

uniform rhythm of the heroic hexameter. That they had not,

is proved by the names of two of Terpauder's nomes, the Orthian

and the Trochaic ; so called (according to the testimony of Pollux

and other grammarians) from the rhythms. The latter was,

therefore, composed in trochaic metre; the former in those

orthian rhythms, the peculiarity of which consists in a great

extension of certain feet. There is likewise a fragment of

Terpander, consisting entirely of long syllables, in which the

thought is as weighty and elevated as the metre is solemn and

dignified.
'

Zeus, first cause of all, leader of all
; Zeus, to thee

I send this beginning of hymns.'
s Metres composed exclusively

1
Plutarch, de Mus. 4, Pollux, IV. 9. 65.

* These, according to Pollux, IV. 9, 66, were frapxa., fUrapx"-, Kardrpora,

*
See, particularly, Plutarch, de Mu. 3 ;

cf. 4. 6.
;
Proclus in Photius, Billioth.

p. 5*3-
4 It is, however, possible that some of the smaller Homeric hymns may have

been proems of this kind by Terpander. For example, that to Athene (XXVIII.)

appears to be peculiarly fitted for singing to the cithara.
8

Ztv, Trdrrwv dp^o, Tdvrwv iyJTwp,

Ztv, ffoi rl/xTw Tafrrav Gfj.vuv ap\6.v.

In Clemens Alex. Strom. VI. p. 784, who also states that this hymn to Zeus was

set in the Doric style.
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of long syllables were employed for religious ceremonies of the

greatest solemnity. The name of the spondaic foot, which con-

sisted of two long syllables, was derived from the libation

(O-TTOI^JJ), at which a sacred silence was observed. 1

Hymns of

this kind were often sung to Zeus in his ancient sanctuary of

Dodona, on the borders of Thesprotia and Molossia
; and hence

is explained the name of the Molossian foot, consisting of three

long syllables, by which the fragment of Terpander ought pro-

bably to be measured.

6. The accounts of Terpander's inventions, and the extant

remains of his nomes, however meagre and scanty, give some
notion of his merits as the father of Grecian music. Another

ancient master, however, the Phrygian musician OLYMPUS, so

much enlarged the system of the Greek music, that Plutarch

considers him, and not Terpander, as the founder of it.

The date, and indeed the whole history of this Olympus, are

involved in obscurity by a confusion between him (who is cer-

tainly as historical as Terpander) and a mythological Olympus,
who is connected with the first founders of the Phrygian reli-

gion and worship. Even Plutarch, who in his learned treatise

upon music has marked the distinction between the earlier and

the later Olympus, has still attributed inventions to the fabulous

Olympus which properly belong to the historical one. The

ancient Olympus is quite lost in the dawn of mythical legends ;

he is the favourite and disciple of the Phrygian Silenus, Mar-

syas, who invented the flute, and used it in his unfortunate

contest with the cithara of the Hellenic god Apollo. The in-

vention of nomes could only be ascribed to this fabulous

Olympus, and to the still more ancient Hyagnis, as certain

nomes were attributed by the Greeks to Olen and Philammon ;

that is to say, certain tunes were sung at festivals, which tra-

dition assigned to these nomes. There was also in Phrygia a

family said to be descended from the mythical Olympus, the

members of which, probably, played sacred tunes on the flute

at the festivals of the Magna Mater : to this family, according

to Plutarch, the later Olympus belonged.

7. This later Olympus stands midway between his native
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country Phrygia and the Greek nation. Phrygia, which had in

general little connexion with the Greek religion, and was

remarkable only for its enthusiastic rites and its boisterous

music, obtained, by means of Olympus, an important influence

upon the music, and thus upon the poetry, of Greece. But

Olympus would not have been able to exercise this influence,

if he had not, by a long residence in Greece, become acquainted

with the Greek civilization. It is stated that he produced new

tunes in the Greek sanctuary of Pytho; and that he had dis-

ciples who were Greeks, such as Crates and Hierax the Argive.
1

It was by means of Olympus that the flute attained an equal

place in Greek music with the cithara ; by which change
music gained a much greater compass than before. It was

much easier to multiply the tones of the flute than those of

the cithara ; especially as the ancient flute-players were accus-

tomed to play upon two flutes at once. Hence the severe censors

of music in antiquity disapproved of the flute on moral grounds,

since they considered the variety of its tones as calculated to

seduce the player into an unchaste and florid style of music.

Olympus also invented and cultivated the third musical scale,

the enharmonic ;
the powerful effects of which, as well as its

difficulties, have been already mentioned. His nomes were ac-

cordingly auletic, that is, intended for the flute, and belonged

to the enharmonic scale.

Among the different names which have been preserved, that

of the Harmateios Nomos may be particularly mentioned, as we

are able to form a tolerably correct idea of its nature. In the

Orestes of Euripides, a Phrygian Eunuch in the service of

Helen, who has just escaped the murderous hands of Orestes

and Pylades, describes his dangers in a monody, in which the

liveliest expression of pain and terror is blended with a cha-

racter of Asiatic softness. This song, of which the musical

accompaniment was doubtless composed with as much art as

the rhythmical structure, was set to the harmatian nome, as

Euripides makes his Phrygian say. This mournful and pas-

1 The former is mentioned by Plutarch, de Mus. 7; the hitter by the same writer,

c. 16, and Pollux, IV. 10. 79. Accordingly it is not probable that this second

Olympus was a mythical personage, or a collective appellation of the Phrygian
music in its improved state.
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sionate music appears to have been particularly adapted to the

talent and taste of Olympus. At Delphi, where the solemnities

of the Pythian games turned principally upon the fight of Apollo
with the Python, Olympus is said to have played a dirge in

honour of the slain Python upon the flute and in the Lydian
style.

1 A nome of Olythpus played upon several flutes

(ZvvavXia] was well known at Athens. Aristophanes, in the

beginning of his Knights, describes the two slaves of Demus as

giving utterance to their griefs in this tune. But from the

esteem in which Olympus was held by the ancients, it seems

improbable that all his compositions were of this gloomy cha-

racter
;
and we may therefore fairly attribute a greater variety

to his genius. His nome to Athene probably had the energetic
and serene tone which suited the worship of this goddess.

Olympus also shows great richness of invention in his rhyth-
mical forms, and particularly in such as seemed to the Greeks

expressive of enthusiasm and emotion. It appears probable
from a statement in Plutarch, that he introduced the rhythm of

the songs to the Magna Mater, or Galliambi? The Atys of

Catullus shows what an impression of melancholy, beauty, and

tenderness this metre was capable of producing, when handled

by a skilful artist.

A more important fact, however, is, that Olympus introduced

not only the third scale of music, but also a third class of

rhythms. All the early rhythmical forms are of two kinds,
3

the equal (laov), in which the arsis is equal to the thesis
;
and

the double ($nr\a<nov), in which the arsis is twice as long as

the thesis. The former is the basis of the hexameter, the

latter of the chief part of the poetry of Archilochus. The

equal rhythm is most appropriate, when a calm composed state

of mind is to be expressed, as there is a perfect balance of the

arsis and thesis. The double rhythm has a rapid and easy

1 With thia is connected the account that Olympus the Mysian cultivated the

Lydian style, f(pi\or^x"'>io'ev. Clem. Alex. Strom. I. p. 363. Potter.

J The passage of Plutarch, de Musica, c. XXIX., KO.\ rbv xPf
~
l v (/5fM")> V

ir6\\(f K^XP^VTCU tv rots M^rpyots, probably refers to the 'lowi/cis &i>a.K\ufj.fvo*, which,

on account of the prevalence of trochees in it might probably be considered as be-

longing to the x<V>oj pvOpfa.
3 Above, chap. XI. 8.

VOL. I. P
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march, and is therefore adapted to the expression of passion,

but not of great or elevated sentiments, the double arsis re-

quiring no great energy to carry forward the light thesis.

Now, besides these, there is a third kind of rhythm, called,

from the relation of the arsis to the thesis, one and a half

(///iioAiov) ;
in which an arsis of two times answers to a thesis

of three. The Cretan foot (lv>_), and the multifarious class

of paeons belong to this head (iwv/, v/wi, &c.), to which last

the theoretical writers of antiquity ascribe much life and energy,

and, at the same time, loftiness of expression. That the poets

and musicians considered it in the same light may be inferred

from the use which they made of it. Olympus was the first

who cultivated this rhythm, as we learn from Plutarch, and it

is almost needless to remark that this extension of the rhythms

agrees with the other inventions of Olympus.
1

8. It appears, therefore, that Olympus exercised an impor-
tant influence in developing the rhythms, the instrumental

music, and the musical scales of the Greeks, as well as in the

composition of numerous nomes. Yet if we inquire to what words

his compositions were arranged, we can find no trace of a verse

written by him. Olympus is never, like Terpander, mentioned

as a poet ; he is simply a musician.2 His nomes, indeed, seem

to have been originally executed on the flute alone, without

singing ;
and he himself, in the tradition of the Greeks, was

celebrated as a flute-player. It was a universal custom at this

time to select the flute-players for the musical performances in

Greek cities from among the Phrygians : of this nation, accord-

ing to the testimony of Athenaeus, were Iambus, Adon, and

Telos mentioned by the Lacedaemonian lyric poet Alcman, and

Cion, Codalus, and Babys, mentioned by Hipponax. Hence,
for example, Plutarch says, that Thaletas took the Cretan

rhythm from the flute-playing of Olympus,
3 and thus acquired

1
According to Plutarch, de Mus. c. 29. Some also ascribe to Olympus the

B<x*xeZoj ftvO/jAt (v-'~), which belongs to the same family, though its form makes a

less pleasing impression.
1 Suidas attributes to him /iAij and f\eye?ai, which may be a confusion between

compositions in the lyric and elegiac style and poetical texts.

1 IK TTfi '0\6frrov av\j)fftwt, Plutarch, de Mut, c. 10 ; cf. c. 17. Hence also, in

c. 7, aulftic nomes are ascribed to Olympus ; but in c. 3 the first aulodic nomes are

ascribed to Clonas.
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the fame of a good poet. Since Olympus did not properly

belong to the Greek literature, and did not enter the lists with

the poets of Greece, it is natural that his precise date should

not have been recorded. His date, however, is sufficiently

marked by the advances of the Greek music and rhythm due to

his efforts
; and the generation to which he belonged can thus

be determined. For, as it appears both from the nature of his

inventions and from express testimony that music had made
some progress in his time, he must be later than Terpander ;

on the other hand, he must be prior to Thaletas, according to

the statement just mentioned ; so that he must be placed
between the 3oth and 4oth Olympiads (B.C. 660 20.)

l

9. THALETAS makes the third epoch in the history of Greek

music. A native of Crete, he found means to express in a

musical form the spirit which pervaded the religious institutions

of his country, by which he produced a strong impression upon
the other Greeks. He seems to have been partly a priest and

partly an artist
;
and from this circumstance his history is veiled

in obscurity. He is called a Gortynian, but is also said to have

been born at Elyrus ; the latter tradition may perhaps allude

to the belief that the mythical expiatory priest Carmanor (who
was supposed to have purified Apollo himself from the slaughter

of the Python, and to have been the father of the bard Chry-

sotheniis) lived at Tarrha, near Elyrus, in the mountains on the

west of Crete. It is at any rate certain that Thaletas was con-

nected with this ancient seat of religious poetry and music, the

object of which was to appease passion and emotion. Thaletas

was in the height of his fame invited to Sparta, that he might

restore peace and order to the city, at that time torn by intes-

tine commotions. In this attempt he is supposed to have com-

pletely succeeded
;
and his political influence on this occasion

gave rise to the report that Lycurgus had been instructed by

him.2 In fact, however, Thaletas lived several centuries later

1
According to Suidas, Olympus was contemporary with a king Midas, the son

of Gordius; but this is no argument against the assumed date, as the Phrygian

kings, down to the time of Croesus, were alternately named Midas and Gordius.

8 Nevertheless Strabo, X. p. 481, justly calls Thaletas a legislative man. Like

the Cretan training in general (^lian, V. U. II. 39). he doubtless combined poetry

and music with a measured and well-ordered conduct.

p a
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than Lycurgus, having been one of the musicians who assisted

in perfecting Terpander's musical system at Sparta, and giving

it a new and fixed form. The musicians named by Plutarch,

as the arrangers of this second system, are Thaletas of Gortyna,

Xenodamus of Cythera, Xenocritus the Locrian, Polymnestus of

Colophon, Sacadas of Argos. Among these, however, the last

named are later than the former
;
as Polymnestus composed for

the Lacedaemonians a poem in honour of Thaletas, which is

mentioned by Pausanias. If, therefore, Sacadas was a victor in

the Pythian games in Olymp. 47. 3 (B.C. 590), and if this may
be taken as the time when the most recent of these musicians

flourished, the first of them, Thaletas, may be fixed not later

than the 4Oth Olympiad (B.C. 620) ; which places him in the

right relation to Terpander and Olympus.
1

10. We now return to the musical and poetical productions

of Thaletas, which were connected with the ancient religious

rites of his country. In Crete, at the time of Thaletas, the

predominating worship was that of Apollo ;
the character of

which was a solemn elevation of mind, a firm reliance in the

power of the god, and a calm acquiescence in the order of things

proclaimed by him. But it cannot be doubted that the ancient

Cretan worship of Zeus was also practised, with the wild war-

dances of the Curetes, like the Phrygian worship of the Magna
Mater.2 The musical and poetical works of Thaletas fall under

two heads pceans and hyporchemes. In many respects these

two resembled each other ; inasmuch as the paean originally be-

longed exclusively to the worship of Apollo, and the hyporcheme
was also performed at an early date in temples of Apollo, as at

Delos.3 Hence paeans and hyporchemes were sometimes con-

founded. Their main features, however, were quite different.

The paean displayed the calm and serious feeling which prevailed
in the worship of Apollo, without excluding the expression of

an earnest desire for his protection, or of gratitude for aid already

1
Clinton, who, in Pott, ffellen. vol. I. p. 199, gq., places Thaletas before Ter-

pander, rejects the most authentic testimony, that concerning the Kardaraya of

music at Sparta ; and moreover, does not allow sufficient weight to the far more

artificial character of the music and rhythms of Thaletas.
8

Kovprfrtt Tf ffeol <fn\oradynov^ 6pxnffrijpts. Hesiod, fr. 94. Goettling.

Above, ch. III. 6.
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vouchsafed. The hyporcheme, on the other hand, was a dance
of a mimic character, which sometimes passed into the playful
and the comic. Accordingly the hyporchematic dance is con-

sidered as a peculiar species of the lyric dances, and, among
dramatic styles of dancing, it is compared with the cordax of

comedy, on account of its merry and sportive tone.
1 The

rhythms of the hyporcheme, if we may judge from the fragments
of Pindar, were peculiarly light, and had an imitative and gra-

phic character.

These musical and poetical styles were improved by Thaletas,

who employed both the orchestic productions of his native

country, and the impassioned music and rhythms of Olympus.
It has already been remarked that he borrowed the Cretan

rhythm from Olympus, which doubtless acquired this name from

its having been made known by Thaletas of Crete. The entire

class of feet to which the Cretan foot belongs, were called

Paeons, from being used in pseans (or paeons). Thaletas doubt-

less gave a more rapid march to the paean by this animated and

vigorous rhythm.
2 But the hyporchematic productions of Thaletas

must have been still gayer and more energetic. And Sparta

was the country which at this time was best suited to the

music of dancing. The Gymnopaedia, the festival of 'naked

youths/ one of the chief solemnities of the Spartans, was well

calculated to encourage the love of gymnastic exercises and

dances among the youth. The boys in these dances first imi-

tated the movements of wrestling and the pancration ;
and then

passed into the wild gestures of the worship of Bacchus.
3 There

was also much jesting and merriment in these dances ;

4 a fact

which points to mimic representations in the style of the hypor-

cheme, especially as the establishment of dances and musical

entertainments at the gymnopsedia is ascribed by Plutarch to

1 Athen. XIV. p. 630, E.
2
Fragments of a paean in paeons are preserved in Aristotle, Rhet. III. 8 viz.,

AaXoyevts, etre Aviclav, and XpvffOK6fia "E/care, va.1 Ai6s.

3 These gymnopaedic dances, described by Athenaeus, XIV. p. 631, XV. p. 678,

were evidently different from the yvfivowaiSiK^ 6pxT)<ru, which, according tc

same Athenaeus, was the most solemn kind of lyric dance, and corresponded
t<

emmeleia among the dramatic dances.
4 Pollux IV. 14, 104.
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the musicians, at the head of whom was Thaletas.
1 The Pyrrhic,

or war-dance, was also formed by the musicians of this school,

particularly by Thaletas. It was a favourite spectacle of the

Cretans and Lacedaemonians ;
and both these nations derived it

from their ancestors, the former from the Curetes, the latter

from the Dioscuri. It was accompanied by the flute, which

could only have been the case after the music of the flute had

been scientifically cultivated by the Greeks ; although there was

a legend that Athene herself played the war-dance upon the

flute to the Dioscuri.
2

It was a natural transition from the

simple war-dance to imitations of different modes of fighting,

offensive and defensive, and to the regular representation of

mock fights with several Pyrrhicists. According to Plato, the

Pyrrhic dance was thus practised in Crete; and Thaletas, in

improving the national music of Crete, composed hyporchemes
for the Pyrrhic dance. The rhythms which were chosen for

the expression of the hurried and vehement movements of the

combat were of course quick and changeable, as was usually the

case in the hyporchematic poems ; the names of some of the

metrical feet have been derived from the rhythms employed in

the Pyrrhic dance.
8

ii. Terpander, Olympus, and Thaletas are distinguished

by the salient peculiarities which belong to inventive genius.

But it is difficult to find any individual characteristics in the

numerous masters who followed them between the 40th and

5<Dth Olympiads. It may, however, be useful to mention some

of their names, in order to give an idea of the zeal with which

the Greek music was cultivated, after it had passed out of the

hands of its first founders and improvers.
The first name we will mention is Clonas, of Thebes, or Tegea,

not much later than Terpander, celebrated as a composer of

aulodic nomes, one of which was called Elegos, on account of

its plaintive tone. The poetry, which was set to his composi-

1
Plutarch, de Mut. 9. The ancient chronologists place the first introduction of

the gymnopdia somewhat earlier, viz. Olymp. 18. 4 (B.C. 665.)
* See M tiller's Doriam, book IV. ch. 6, 6 and 7.

* Not only the Pyrrhic (
w

) but also the proceleusmatic, or challenging, foot

(
** -"-

**), refers to the Pyrrhic dance. The latter ought probably to be considered

a resolved anapaest ;
and so the <V6ir\ios /if0/x6s is removed to the anapaestic measure.
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tions and sung to the flute, chiefly consisted of hexameters and

elegiac distichs, without any artificial rhythmical construction.

Secondly, Hierax, of Argos, a scholar of Olympus, was a master
of flute-playing ;

he invented the music to which the Argive
maidens performed the ceremony of the Flower-carrying (uvQur-

Qop'ia), in the temple of Here; and another in which the

youths represented the graceful exercises of the Pentathlon.

We will next enumerate the masters who, after Thaletas, con-

tributed the most towards the new arrangement of music in

Sparta. These were Xenodamus, a Lacedaemonian of Cythera,
a poet and composer of pseans and hyporchemes, like Thaletas ;

Xenocritus, from Locri Epizephyrii in Italy, a town noted for

its taste in music and poetry. To this Xenocritus is attributed

a peculiar Locrian, or Italian measure, which was a modifica-

tion of the vEolic;
1

as the Locrian love-songs
2

approached closely

to the ^Eolic poetry of Sappho and Erinna. Erotic poems,

however, are not attributed to Xenocritus, but dithyrambs, the

subjects of which were taken from the heroic mythology; a

peculiar kind of poetry, the origin and style of which we will

endeavour to describe hereafter. Lastly, there are to be men-

tioned Polymnestus, of Colophon,
3 and Sacadas, of Argos ; the

former was an early contemporary of Alcman, who improved

upon the aulodia of Clonas, and exceeded the limits of the five

styles.
4 He appears, in general, to have enlarged the art of

music, and was particularly distinguished in the loud and spi-

rited Orthian nome. Sacadas was celebrated as having been

victorious in flute-playing, at the first three Pythian games, at

which the Amphictyons presided (Olymp. 47. 3 ; 49. 3 ; 50. 3 ;

B -c - 59 } 5& 2
> 57 8

)-
He first played the flute in the Pythian

style, but without singing. He left this branch of the art to

Echembrotus, an Arcadian musician, who, in the first Pythiad,

gained the prize for accompanying the voice with the flute.

But, according to Pausauias, this connexion of flute-playing and

1
Boeckh, de Metris Find. p. 212, 225, 241, 279.

*
AoxpiKa ^fffiara.

3 The son of Meles, a name derived from Smyrna, which seems to have been

often adopted in families of musicians and poets. (See above, ch. V. i).

4
By the i/jro\u5ios rbvot, Plutarch, de Mus. c. 29, although c. 8 does not agree

with this statement. (See above, 4.)
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singing seemed, from its mournful and gloomy expression, so un-

suited to the Pythian festival a joyful celebration of victory,

that the Amphictyons abolished this contest after the first time.

With regard to Sacadas, and the state of music in his time, he

is stated to have been the inventor of the tripartite nome (T/H-

fif/oTjc vofjioc;),
in which one strophe was set in the Doric, the

second in the Phrygian, the third in the Lydian style; the

entire character of the music and poetry being, doubtless,

changed with the change of the style.

12. By the efforts of these masters, music appears to have

been brought to the degree of excellence at which we find it in

Pindar's time ; it was then perfectly adapted to express the

general course of any feeling, to which the poet could give a

more definite character and meaning. For however imperfect

the management of instrumental music and the harmonious

combination of different voices and instruments may have been

among the ancient Greeks, nevertheless the Greek musicians of

this time had solved the great problem of their art, viz., that of

giving an appropriate expression to the different shades of feel-

ing. It was in Greece the constant endeavour of the great

poets, the best thinkers, and even of statesmen who interested

themselves in the education of youth, to give a good direction

to music ; they all dreaded the increasing prevalence of a

luxuriant style of instrumental music, and an unrestricted flight

in the boundless realms of harmony. But these efforts could

only for a while resist the inclinations and turbulent demands

of the theatrical audiences;
1 and the new style of music was

established about the end of the Peloponnesiau war. It will be

hereafter shown how strong an influence it exercised upon the

poetry of Greece at that time. At the courts of the Mace-

donian kings, from Alexander downwards, symphonies were

performed by hundreds of instruments; and from the state-

ments of the ancients it would seem that instrumental music,

particularly as regards wind instruments, was at that time

scarcely inferior in force or number to our own. Yet amidst

all these grand and brilliant productions, the best judges were

forced to confess that the ancient melodies of Olympus, which

1 The 6ta.TpoKpa.Tla. of Plato.
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were arranged for the simplest instruments, possessed a beauty
to which the modern art, with all its appliances, could never

attain.
1

We now turn to lyric poetry, which, assisted by the musical

improvements of Terpander, Olympus, and Thaletas, began in

the 4oth Olympiad (620 B.C.) a course, which, in a century and

a half, brought it to the highest perfection.

Plutarch, de Mus. c. 18.
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CHAPTER XIII.

THE XOLIC SCHOOL OF LYRIC POETRY.

i . Difference between the Lyric Poetry of the ^Eolians, and the Choral Lyric

Poetry of the Dorians. 2. Life and political Acts of Alcseus. 3. Their con-

nexion with his Poetry. 4. The other subjects of his Poems. 5. Their me-

trical form. 6. Life and moral character of Sappho. 7. Her Erotic Poetry
to Phaon. 8. Poems of Sappho to women. 9. Hymenaeals of Sappho.

10. Followers of Sappho, Damophila, Erinna. n. Life of Anacreon. 11.

His Poems to the youths at* the Court of Polycrates. 13. His love- songs to

Hetserae. 14. Character of his versification. 15. Comparison of the later

Anacreontics. 16. Scolia
;
occasions on which they were sung, and their sub-

jects. 1 7. Scolia of Hybrias and Callistratus.

i. rPHE lyric poetry of the Greeks is of two kinds, which

J- were cultivated by different schools of poets ; the name
which is commonly given to poets living in the same country, and

following the same rules of composition. Of these two schools,

one is called the JEolic, as it flourished among the ^Eolians of

Asia Minor, and particularly in the island of Lesbos ; the other

the Doric, because, although it was diffused over the whole of

Greece, yet it was first and principally cultivated by the Dorians

in Peloponnesus and Sicily. The difference of origin appears
also in the dialect of these two schools. The Lesbian school

wrote in the ^Eolic dialect, as it is still to be found upon in-

scriptions in that island, while the Doric employed almost in-

differently either a mitigated Dorism, or the epic dialect, the

dignity and solemnity of which was heightened by a limited use

of Doric forms. These two schools differ essentially in every

respect, as much in the subject, as in the form and style of

their poems ; and as in the Greek poetry generally, so here in

particular, we may perceive that between the subject, form, and

style, there is the closest connexion. To begin with the mode
of recitation, the Doric lyric poetry was intended to be executed

by choruses, and to be sung to choral dances, whence it is some-

times called choral poetry : on the other hand, the ^Eolic is
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never called choral, because it was meant to be recited by a

single person, who accompanied his recitation with a stringed

instrument, generally the lyre, and with suitable gestures. The
structure of the Doric lyric strophe is comprehensive, and often

very artificial
; inasmuch as the ear, which might perhaps be

unable to detect the recurring rhythms, was assisted by the eye,
which could follow the different movements of the chorus, and

thus the spectator was able to understand the intricate and

artificial plan of the composition. The ^Eolic lyric poetry, on

the other hand, was much more limited, and either consisted of

verses joined together (TO KOTO,
crrt'^oi'),

or was formed of a

few short verses, strophes in which the same verse is frequently

repeated, and the conclusion is effected by a change in the ver-

sification, or by the addition of a short final verse. The

strophes of the Doric lyric poetry were also often combined by

annexing to two strophes corresponding with one another, a

third and different one called an epode. The origin of this,

according to the ancients, is, that the chorus, having performed
one movement during the strophe, return to their former posi-

tion during the antistrophe ;
and they then remain motionless

for a time, during which the epode is sung. The short strophes

of the ^Eolic lyric poetry, on the other hand, follow each other

in equal measure, and without being interrupted by epodes.

The rhythmical structure of the choral strophes of the Doric

lyric poetry is likewise capable of much variety, assuming

sometimes a more elevated, sometimes a more cheerful cha-

racter
; whilst in the ^Eolic, light and lively metres, peculiarly

adapted to express the passionate emotion of an excitable mind,

are frequently repeated.

Choral poetry required an object of public and general in-

terest, as the choruses were combined with religious festivals ;

and if they were celebrated in private, they always needed a

solemn occasion and celebration. Thoughts and feelings peculiar

to an individual could not, with propriety, be sung by a nume-

rous chorus. Hence the choral lyric poetry was closely con-

nected with the interests of the Greek states, either by cele-

brating their gods and heroes, and imparting a charm and

dignity to the festal recreations of the people, or by extolling

citizens who had acquired high renown in the eyes of their
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countrymen. It was also sometimes used at marriages or

funerals; occasions in which the events of private life are

brought into public notice. On the other hand, the ^Eolic

lyric poetry frequently expresses thoughts and feelings in which

only one mind can sympathize, and expresses them with such

tenderness as to display the inmost workings of the heart.

How would such impressions be destroyed by the singing of a

chorus of many voices ! Even when political events and other

matters of public interest were touched upon in the ^Eolic lyric

poetry, they were not mentioned in such a manner as to invite

general sympathy. Instead of seeking, by wise admonitions, to

settle the disorders of the state, the poet gives expression to

his own party feelings. Nevertheless, it is probable that the

yEolic poets sometimes composed poems for choral exhibition,

for choruses were undoubtedly performed in Lesbos, as well as

in other parts of Greece
;
and although some ancient festival

songs might have existed, yet there would naturally be a wish

to obtain new poetry, for which purpose the labour of the poets

in the island would be put in requisition. Several of the

Lesbian lyric poems, of which we have fragments and accounts,

appear to have been composed for choral recitation.
1 But the

characteristic excellence of this lyric poetry was the expression
of individual ideas and sentiments, with warmth and frankness.

These sentiments found a natural expression in the native

dialect of these poets, the ancient ^Eolic, which has a character

of simplicity and fondness; the epic dialect, the general lan-

guage of Greek poetry, was only used sparingly, in order to

soften and elevate this popular dialect. Unhappily the works

of these poets were allowed to perish at a time when they had

become unintelligible from the singularity of their dialect and

the condensation of their thoughts. To this cause, and not to

1
Especially the hymenaeus of Sappho, from which the poem of Catullus, 6), is

imitated; it was recited by choruses of young men and women ; see below, 9.

Choral dances had been usual, in connexion with the hymenaeus, from the earliest

times ; see above ch. II. 5. So likewise the fragment of Sappho, Kpijffcral w Toff

tW, 4.C., No. 83, ed. Blomfield, No. 46, ed. Neue, alludes to some imitation of a

Cretan dance round the altar
;
and dances of this kind were, perhaps, often com-

bined with the hymns of the ^Eolians
;
see Anthol. Palat. i, 189. Anacreon's

poems were also sung by female choruses at nocturnal festivals, according to Critias

ap. Athen. XIII. p. 600 D.
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the warmth of their descriptions of the passion of love, is to be
attributed the oblivion to which they were consigned. For if

literary works had been condemned on moral grounds of this

kind, the writings of Martial and Petronius, and many poems
of the Anthology, would not exist

; while Alcaeus and Sappho
would probably be extant. As, however, the productions of

these two poets have not been preserved, we must attempt to

form as perfect an idea of them as can be obtained from the

sources of information which are open to us.

2,. The circumstances of the life of ALC^US are closely
connected with the political circumstances of his native city

Mytilene, in the island of Lesbos. Alcseus belonged to a noble

family, and a great part of his public life was employed in

asserting the privileges of his order. These were then endan-

gered by democratic factions, which appear to have placed am-
bitious men at their head, and to have given them powerful

support, as happened about the same time in Peloponnesus. In

many cases the demagogues obtained absolute, or (as the

Greeks called it) tyrannical power. A tyrant of this kind in

Mytilene was Melanchrus, who was opposed by the brothers of

Alcseus, Antimenidas and Cicis, in conjunction with Pittacus,

the wisest statesman of the time in Lesbos, and was slain by
them in the 42nd Olympiad, 612 B.C. At this time the Myti-
leneans were at war with foreign enemies, the Athenians, who,
under Phrynon, had conquered and retained possession of

Sigeum, a maritime town of Troas. The Mytileneans, among
whom was Alcaeus, were defeated in this war

;
but Pittacus

slew Phrynon in single combat, Olymp. 43. 3, 606 B.C. Myti-
lene henceforth was divided into parties, from the heads of

which new tyrants arose, such as (according to Strabo) Myr-

silus, Megalagyrus, and the Cleanactids. The aristocratic

party, to which Alcseus and Antimeuidas belonged, was driven

out of Mytilene, and the two brothers then wandered about the

world. Alcseus, being exiled, made long sea voyages, which led

him to Egypt ;
and Antimeuidas served in the Babylonian army,

probably in the war which Nebuchadnezzar waged in Upper Asia

with the Egyptian Pharaoh Necho, and the states of Syria,

Phoenicia, and Judaea, in the years from B.C. 606 (Ol. 43. 3) to
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584 (Ol. 49. T), and longer.
1 Some time after this we again

find the brothers in the neighbourhood of their native city, at

the head of the exiled nobles, and trying to effect their return

by force. Pittacus was then unanimously elected dictator by
the people, to defend the constitution (aiVu^uv/jTijc). The ad-

ministration of Pittacus lasted, according to the accounts of

ancient chronologers, from Olymp. 47. 3 (B.C. 590), to 50. i

(B.C. 580). He was so fortunate as to overcome the exiled

party, and to gain them over by his clemency and moderation.

He also (according to a well-authenticated statement) was

reconciled with Alcseus ; and it is probable that the poet, after

many wanderings, passed his latter days in the quiet enjoyment
of his home.

3. In the midst of these troubles and perils, Alcaeus struck

the lyre, not, like Solon, with a spirit of calm and impartial

patriotism, to bewail the evils of the state, and to show the

way to improvement, but to give utterance to the passionate

emotions of his mind. When Myrsilus was about to establish

a tyrannical government in Mytilene, Alcseus composed the

beautiful ode, in which he compares the state to a ship tossed

about by the waves, while the sea has washed into the hold,

and the sail is torn by the wind. A considerable fragment of

this ode has been preserved;
2 and we may. also form some idea

of its contents from the fine imitation of it by Horace, which,

however, probably falls short of the original.
3 When Myrsilus

dies, the joy of the poet knows no bounds. ' Now is the time

for carousing, now is the time for challenging the guests to

drink, for Myrsilus is dead/ 4 Horace has also taken the

beginning of this ode for one of his finest poems.
4 After the

death of Myrsilus, we find Alcaeus aiming the shafts of his

poetry at Megalagyrus and the Cleanactids, on account of their

attempts to obtain illegal power ; although, according to Strabo,

1 The battle of Carchemish, or Circesium, appears from Berosus to fall in 604 B.C.,

the year of Nabopolassar's death
;
but 606 B.C., the date of the biblical chronology,

ia probably right.
1
Fragm. i. Blomf. i. Matth. cf. 3.

3 Carm. I. 14. O navis referent

4
Fragm. 4. Blomf. 4. Matth.

Carm. I. 37. Nunc eat bibendum
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Alcseus himself was not entirely guiltless of attempts against
the constitution of Mytilene. Even when Pittacus was chosen

dictator by the people, the discontent of the poet with the

political state of his country did not cease; on the contrary,
Pittacus (who was esteemed by all a wise, moderate, and

patriotic statesman, and who had clearly shown his republican
virtue by resigning his power after a ten years' administration)
now became the prime object of the vehement attacks of

Alcseus. He reproaches the people for having unanimously
chosen the ignoble

1
Pittacus to be tyrant over the ill-fated

city; and he assails the dictator with vituperative epithets

which appear fitter for iambic than for lyric poetry. Thus he

taunts him in words of the boldest formation, sometimes with

his mean appearance, sometimes with his low and vulgar mode
of life.

2 As compared with Pittacus, it seems that the poet
now deemed the former tyrant Melanchrus,

'

worthy of the

respect of the city/
3

In this class of his poems (called by the ancients his party

poems, Si~o<jTaaiaaTiKa), Alcseus gave a lively picture of the

political state of Mytilene, as it appeared to his partial view.

His war-songs express a stirring martial spirit, though they do

not breathe the strict principles of military honour which pre-

vailed among the Dorians, particularly in Sparta. He describes

with joy his armoury, the walls of which glittered with helmets,

coats of mail, and other pieces of armour,
' which must now be

thought upon, as the work of war is begun/
4 He speaks of

war with courage and confidence to his companions in arms;

there is no need of walls (he says),
' men are the best rampart of

the city ;'

s nor does he fear the shining weapons of the enemy.

'Emblems on shields make no wounds.' 6 He celebrates the

battles of his adventurous brother, who had, in the service of

1 rbv KaKoirdrpiSa HiTTaic6v. Fragm. 23. Blomf. 5. Matth.
2 In Diog. Laert. I. 81. Fragm. 6. Matth. Thus he calls Pittacus fo#o5o/>T3at,

that is, who sups in the dark, and not in a room lighted with lamps and torches.

3
Fragm. 7. Blomf. 7. Matth.

4
Fragm. 24. Blomf. i. Matth. comp. below 5.

5
Fragm. 9. Blomf. n, 12. Matth.

'
Fragm. 13. Matth.
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the Babylonians, slain a gigantic champion ;

l and speaks of the

ivory sword-handle which this brother had brought from the

extremity of the earth, probably the present of some oriental

prince.
2 Yet the pleasure he seems to have felt in deeds of

arms did not prevent him from relating in one of his poems,
how in a battle with the Athenians he had escaped indeed with

his life, but the victors had hung up his castaway arms as

trophies, in the temple of Pallas at Sigeum.
3

4. A noble nature, accompanied with strong passions, a

variety of character frequent among the .JSolians, appears in all

the poetry of Alcseus, especially in the numerous poems which

sing the praises of love and wine. The frequent mention of

wine in the fragments of Alcaeus shows how highly he prized

the gift of Bacchus, and how ingenious he was in the inven-

tion of inducements to drinking. Now it is the cold storms

of winter which drive him to drink by the flame of the hearth,

as in a beautiful poem imitated by Horace
;

4 now the heat of

the dog-star, which parches all nature, and invites to moisten

the tongue with wine.5 Another time it is the cares and sor-

rows of life for which wine is the best medicine;
6 and then

again, it is joy for the death of the tyrant which must be cele-

brated by a drinking-bout. Alcaeus however does not consider

wine-drinking as a mere sensual excitement. Thus he calls

wine the drowner of cares ;

7

and, as opening the heart, it is a

mirror for mankind.8
Still it may be doubted whether Alcaeus

composed a separate class of drinking-songs (<rv^nroTiKa). From
the fragments which remain, and the imitations by Horace, it

is more probable that Alcaeus connected every exhortation to

1 The fragment in Strabo, XIII. p. 617 (86. Blomf. 8. Matth.), has been thus

emended by the author in Niebuhr's Rheinischa Museum, vol. I. p. 287. Ko2 rbv

d5t\<(>bi> 'Ayrifitviiav, 6v <f>ijffu> "AX/catos Ba/JuXawiotj ffvufuixovirra re\4ffai ptyav

d0Xo?, ical IK irttvwv ai/rote pvffatrOai icrfivavra HvSpa /zaxordi', ws faffi, ftafftX^iov,

TaXaurTai' droXefroira povov filar vdxtwr d6 T^ruv, (JEol. for rfrrc) : that is,

this royal champion only wanted a palm of five Greek cubits.

*
Fragm. 33. Blomf. 67. Matth.

s
Fragm. 56. Blomf. 9. Matth.

4
Fragm. i. Blomf. 27. Matth. Horat. Cam. I. 9. Vides ut alta.

5
Fragm. 18. Blomf. 28. Matth. Fragm. 3. Blomf. ig. Matth.

7
Xa0ur7?577s, Fragm. 20. Blomf. 31. Matth.

8 Fr. 16. Blomf. 36, 37. Matth.
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cL-ink with some reflection, either upon the particular circum-
stances of the time or upon man's destiny in general.

It is much to be regretted that so little of the erotic poetry
of Alcseus has reached our time. What could be more in-

teresting than the relations between Alcaeus and Sappho ? of

the poet with the poetess ? whilst on the part of Alcseus love

and respect for the noble and renowned maiden were in conflict.

He salutes her in a poem,
'

Violet-crowned, pure, sweetly smiling

Sappho ','
and confesses to her in another that he wishes to ex-

press more, but shame prevents him. Sappho understands his

meaning, and answers with maiden indignation,
' If thy wishes

were fair and noble, and thy tongue designed not to utter what

is base, shame would not cloud thy eyes, but thou wouldst

freely speak thy just desires/
1 That his poems to beautiful

youths breathed feelings of the tenderest love may be con-

jectured from the well-known anecdote that he attributed a

peculiar beauty to a small blemish in his beloved.2 The

amatory poems, like the passages in praise of wine, are free

from a tone of Sybaritic effeminacy, or merely sensual passion.

Throughout his poems, we see the active restless man ; and the

tumult of war, the strife of politics, the sufferings of exile,

and of distant wanderings, serve by contrast to heighten the

effect of scenes of tranquil enjoyment.
' The Lesbian citizen

sang of war amidst the din of arms
; or, when he had bound the

storm-tossed ship to the shore, he sang of Bacchus and the

Muses, of Venus and her son, and Lycus, beautiful from his

black hair and black eyes/
3 It is evident that poetry was not

a mere pastime, or exercise of skill to Alcaeus, but a means of

pouring out the inmost feelings of his soul. How superior are

these poems to the odes of Horace ! which, admirable as they

are for the refinement of the ideas and the beauty of the execu-

tion, yet are wanting in that which characterized the JEolic

lyric poetry, the expression of vehement passion.

There is little characteristic in the religious poetry of

Alcseus, which consisted of hymns to different deities. These

1

Fragm. 38. Blomf. and Sappho, Fragm. 30. In Matthias, Fragm. 41, 43.

8
Cicero, de Nat. D. I. 28. The cod. Glogau. has in Pericle puero.

1 Horat. Carm. I. 32. 5. sqq. Cf. Schol. Find. Olymp. X. 15.

VOL. I. Q
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poems (judging from a few specimens of them) had so much of

the epic style, and contained so much diffuse and graphic

narrative, that their whole structure must have been different

from that of the poems designed for the expression of opinions

and feelings. In a hymn to Apollo, Alcaeus related the beau-

tiful Delphic legend, that the youthful god, adorned by Zeus

with a golden fillet, and holding the lyre, is carried in a car

drawn by swans to the pious Hyperboreans, and remains with

them for a year ; when, it being the time for the Delphic tripods

to sound, the god about the middle of summer goes in his car

to Delphi, while choruses of youths invoke him with poems, aud

nightingales and cicadse salute him with their songs.
1 Another

hymn, that to Hermes, had manifestly a close resemblance to

the epic hymn of the Homeric poet :

2 both relate the birth of

Hermes, and his driving away the oxen of Apollo, as also the

wrath of the god against the thief, which however is changed
into laughter, when he finds that, in the midst of his threats,

Hermes has contrived to steal the quiver from his shoulder. 3

In another hymn the birth of Hephaestus was related. It

appears from a few extant fragments that Alcaeus used the same

metres and the same kind of strophes in the composition of

these hymns, as for his other poems. The flow of the narrative

must, however, have been checked by these short verses and

strophes. Still Alcaeus (as Horace also does sometimes) was

able to carry the same ideas and the same sentence through
several strophes. It is moreover probable, from the extra-

ordinary taste displayed by the ancient poets, and by Alcaeus in

particular, in the choice and management of metrical forms,

that he would in his hymns have brought the verse and the

subject into perfect harmony.

5. The metrical forms used by Alcaeus are mostly light and

lively ;
sometimes with a softer, sometimes with a more vehe-

ment character. They consist principally of MQ\\C dactyls,

which, though apparently resembling the dactyls of epic poetry,

1
Fragm. 17. Matth. Above, ch. VII. 5.

*
Fragm. n. Matth. Horace, Carm. I. 10. 9, has borrowed the last incident from

Alcseus : but the hymn of Alcseus, which related at length the story of the theft,

was on the whole different from the ode of Horace, which touches on many adven-

tures of Hermes, without dwelling on any.
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yet are essentially unlike. Instead of depending upon the per-
fect balance of the Arsis and Thesis,

1

they admit the shortening
of the former ; whence arises an irregularity which was distin-

guished by the ancient writers on metre by the name of dispro-

portioned dactyls (aAo-yoe SaKruAot). These dactyls begin with

the undetermined foot of two syllables, which is called basis, and

they flow on lightly and swiftly, without alternating with heavy

spondees. The choriambics of the ^Eolic lyric poets are com-

posed on the same plan, as they have also the preceding basis
;

yet this metre always retains something of the stately tone

which belongs to it. Hence Alcaeus, and also Horace, whose

metres are for the most part borrowed from him, composed

poems of choriambic verses by simple repetition, without dividing

them into strophes ;
these poems have a somewhat loftier and

more solemn tone than the rest. The Logaoedic metre also

belongs peculiarly to the JEolic lyric poets; it is produced by
the immediate junction of dactylic and trochaic feet, so that a

rapid movement passes into a feebler one. This lengthened and

various kind of metre was peculiarly adapted to express the

softer emotions, such as tenderness, melancholy, and longing.

Hence this metre was frequently used by the ^Eolians, and their

strophes were principally formed by connecting logaoedic rhythms
with trochees, iambi, and .ZEolic dactyls. Of this kind is the

Sapphic strophe, the softest and sweetest metre in the Greek

lyric poetry, and which Alcseus seems to have sometimes em-

ployed, as in his hymn to Hermes. 2 But the firmer and more

vigorous tone of the metre, called after him the Alcaic, was

better suited to the temper of his mind. The logacedic

elements 3 of this metre have but little of their characteristic

1 Above, ch. IV. 4.

1 That is to say, if the verse in fragm. 37. Blomf. 22. Matth. was the beginning

of this hymn. According to Apollonius, de pronom. p. 90. ed. Bekker. it runs thus :

e, Kv\\dt>as 6 /*<!5eis (as participle, with the ^Eolic accent, for ntdeis), <rl ydp

3 In these remarks it is assumed that the second part of the alcaic verse is not

choriambic, or dactylic, but logacedic ;
and that the whole ought thus to be arranged :

Thus it appears that the third verse of the strophe is a prolongation of the fint

Q a
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softness, and they receive an impulse from the iambic dipodies

which precede them. Hence the Alcaic strophe is generally em-

ployed by these poets in political and warlike poems, and in all

in which manly passions predominate. Alcaeus likewise formed

longer verses of logaoedic feet, and joined them in an unbroken

series, after the manner of choriambic and many dactylic verses.

In this way he obtained a beautiful measure for the description

of his armoury.
1

Among the various metres used by Alcaeus, the

last which we shall mention is the Ionic metre (lonici a

minori), which he used to express the emotions of his passionate

nature.2

6. We come now to the other leader of the Lesbian school

of poetry, SAPPHO, the object of the admiration of all antiquity.

There is no doubt that she belonged to the island of Lesbos ;

and the question whether she was born in Eresos or Mytilene is

best resolved by supposing that she went from the lesser city to

the greater, at the time of her greatest celebrity. She was

nearly contemporaneous with her countryman Alcseus, although
she must have been younger, as she was still alive in Ol. 53.

568 B.C. About Ol. 46. 596 B.C. she sailed from Mytilene in

order to take refuge in Sicily,
3 but the cause of her flight is un-

known ; she must at that time have been in the bloom of her

life. At a much later period she produced the ode mentioned

by Herodotus, in which she reproached her brother Charaxus

half of the two first verses ;
and that the fourth verse is a similar prolongation of

the second half. The entire strophe is therefore formed of a combination of the two

elements, the iambic and the logaoedic.
1
Fragm. 24. Blomf. i. Mattlu The metre ought probably to be arranged as

follows (the basis being marked x_) :

Verses 3 and 4 ought to be read thus : x<&Keai ^ roffffd\oa Kptstrro

\a/j.irpal KvdfJuSes, i. e.
' and brazen shining greaves conceal the pegs, to which they

are suspended.' ira.ffo-d\ois is the ,-Eolic accusative ;
the dative in this dialect la

always **a<rffdXori.

1
Fragm. 36. Blomf. 69. Matth.

^/x 5ei\av, t

Every ten of these Ionic feet formed a system, as Bentley has arranged Horat
farm. III. u. Horace, however, has not in this ode succeeded in catching the

genuine tone of the metre. See above, ch. XI. 7.

* Marm. Par. ep. 36. comp. Ovid, Her. XV. 51. The date of the Parian marble \

is lost
;
but it must have been between Olymp. 44. i, and 47. i.
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for having purchased Rhodopis
1 the courtesan from her master,

and for having been induced by his love to emancipate her.

This Rhodopis dwelt at Naucratis, and the event falls at a time

when a frequent intercourse with Egypt had already been estab-

lished by the Greeks. Now the government of Amasis (who

permitted the Greeks in Egypt to dwell in Naucratis) began in

Olymp. 52. 4, 569 B.C., and the return of Charaxus from the

journey to Mytilene, where his sister received him with this

reproachful and satirical ode, must have happened some years
later.

The severity with which Sappho censured her brother for his

love for a courtesan enables us to form some judgment of the

principles by which she guided her own conduct. For although
at the time when she wrote this ode to Charaxus, the fire of

youthful passion had been quenched in her breast ; yet she

never could have reproached her brother with his love for a

courtesan, if she had herself been a courtesan in her youth ;

and Charaxus might have retaliated upon her with additional

strength. Besides we may plainly discern the feeling of unim-

peached honour due to a freeborn and well educated maiden, in

the verses already quoted, which refer to the relation of Alcseus

and Sappho. Alcseus testifies that the attractions and loveli-

ness of Sappho did not derogate from her moral worth, when he

calls her '

violet-crowned, pure, sweetly smiling Sappho/
2

These genuine testimonies are indeed opposed to the accounts of

many later writers, who represent Sappho as a courtesan. To

refute -this opinion, we will not resort to the expedient employed

by some ancient writers, who have attempted to distinguish a

courtesan of Eresos named Sappho from the poetess. A more

probable cause of this false imputation seems to be, that later

generations, and especially the refined Athenians, were incapable

of conceiving and appreciating the frank simplicity with which

Sappho pours forth her feelings, and therefore confounded them

with the unblushing immodesty of a courtesan. In Sappho's

time, there still existed among the Greeks much of that primi-

1 II. 135, and see Athen. XIII. p. 596. Rhodopis or Doricha was the fellow

slave of ^Esop, who flourished at the same time (Olymp. 52).

8
'I6ir\ox\ ayva, /neiXixV^e Zair^ot. See above, 4.
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tive simplicity which appears in the wish of Nausicaa in Homer
that she had such a husband as Ulysses. That complete sepa-

ration between sensual and sentimental love had not yet taken

place which we find in the writings of later times, especially in

those of the Attic comic poets. Moreover the life of women in

Lesbos was doubtless very different from the life of women at

Athens and among the lonians. In the Ionian States the

female sex lived in the greatest retirement, and were exclusively

employed in household concerns. Hence, while the men of

Athens were distinguished by their perfection in every branch

of art, none of their women emerged from the obscurity of do-

mestic life. The secluded and depressed condition of the female

sex among the lonians of Asia Minor, originating in circum-

stances connected with the history of their race, had also become

universal in Athens, where the principle on which the education

of women rested was that just so much mental culture was ex-

pedient for women as would enable them to manage the house-

hold, provide for the bodily wants of the children, and overlook

the female slaves; for the rest, says Pericles in Thucydides,
1

* that woman is the best of whom the least is said among men,
whether for evil or for good/ But the ^Eolians had in some

degree preserved the ancient Greek manners, such as we find

them depicted in their epic poetry and mythology, where the

women are represented as taking an active share not only in

social domestic life, but in public amusements; and they thus

enjoyed a distinct individual existence and moral character.

There can be no doubt that they, as well as the women of the

Dorian states of Peloponnesus and Magna Grecia, shared in the

advantages of the general high state of civilization, which not

only fostered poetical talents of a high order among women,
but, as in the time of the Pythagorean league, even produced
in them a turn for philosophical reflections on human life. But

as such a state of the education and intellect of women was

utterly inconsistent with Athenian manners, it is natural that

women should be the objects of scurrilous jests and slanderous

imputations. We cannot therefore wonder that women who
had in any degree overstepped the bounds prescribed to their

45-
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sex by the manners of Athens, should be represented by the

licentious pen of the Athenian comic writers, as lost to every
sentiment of shame or decency.

1

7. It is certain that Sappho, in her odes, made frequent
mention of a youth, to whom she gave her whole heart, while

he requited her passion with cold indifference. But there is no

trace whatever of her having named the object of her passion,

or sought to win his favour by her beautiful verses. The pre-

tended name of this youth, Phaon, although frequently men-

tioned in the Attic comedies,
2

appears not to have occurred in

the poetry of Sappho. If Phaon had been named in her poetry,

the opinion could not have arisen that it was the courtesan

Sappho, and not the poetess, who was in love with Phaon.8

Moreover, the marvellous stories of the beauty of Phaon and

the love of the goddess Aphrodite for him, have manifestly been

borrowed from the mythus of Adonis. 4 Hesiod mentions

Phaethon, a son of Eos and Cephalus, who when a child was

carried off by Aphrodite, and brought up as the guardian of the

sanctuary in her temples.
5 This is evidently founded on the

Cyprian legend of Adonis; the Greeks, adopting this legend,

appear to have given the name of Phaethon or Phaon to the

favourite of Aphrodite; and this Phaon, by various mistakes

and misinterpretations, at length became the beloved of Sappho.

Perhaps also the poetess may, in an ode to Adonis, have cele-

brated the beautiful Phaon in such a manner that the verses

may have been supposed to refer to a lover of her own.

1 There were Attic comedies with the title of Sappho, by Amphis, Antiphanes,

Ephippus, Timocles, and Diphilus ;
and a comedy by Plato entitled Phaon.

3 As in the verses of Menander in Strabo, X. p. 452.

oC Si) X^yerai irpuri) Zair</>u

rbv virtpKOnirov 6Tjp><ra, Qduv'

olffTp&ivi TT&&IJ) pfyai irtrpa.*

dirb Trj\f<pavovs.
3 In Athen. XIII. p. 596 E, and several ancient lexicographers.
4
Cratinus, the comic poet, in an unknown play in Athen. II. p. 69. D. relates

that Aphrodite had concealed Phaon ev 6pi5a.iclva.is, among the lettuce. The same

legend is also related of Adonis by others, in Athenaeus ;
and it refers to the use of

the horti Adonidis. Concerning Phaon-Adonis, see also ^Elian, F. H. XII. 18.

Lucian Dial. Mort. 9. Plin. N. H. XXII. 8. Servius ad Virg. <&n. III. 1 79-

not to mention inferior authorities for this legend.
6
Hesiod, Theog. 986. 33. vT)ovb\ov M^X{0"> according to the reading of Aria-

tarchus.
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According to the ordinary account, Sappho, despised by

Phaon, took the leap from the Leucadian rock, in the hope of

finding a cure for the pains of unrequited love. But even this

is rather a poetical image, than a real event in the life of Sappho.
The Leucadian leap was a religious rite, belonging to the ex-

piatory festivals of Apollo, which was celebrated in this as in

other parts of Greece. At appointed times, criminals, selected

as expiatory victims, were thrown from the high overhanging
rock into the sea; they were however sometimes caught at the

bottom, and, if saved, they were sent away from Leucadia.
1 This

custom was applied in various ways by the poets of the time to

the description of lovers. Stesichorus, in his poetical novel

named Calyce, spoke of the love of a virtuous maiden for a

youth who despised her passion ;
and in despair she threw her-

self from the Leucadian rock. The effect of the leap in the

story of Sappho (viz. the curing her of her intolerable passion)

must therefore have been unknown to Stesichorus. Some

years later, Anacreon says in an ode,
(

again casting myself
from the Leucadian rock, I plunge into the grey sea, drunk with

love/ 2 The poet can scarcely by these words be supposed to

say that he cures himself of a vehement passion, but rather

means to describe the delirious intoxication of violent bve.

The story of Sappho's leap probably originated in some poeti-

cal images and relations of this kind
;

a similar story is told of

Aphrodite in regard to her lament for Adonis.3 Nevertheless

it is not unlikely that the leap from the Leucadian rock may
really have been made, in ancient times, by desperate and frantic

men. Another proof of the fictitious character of the story is

that it leaves the principal point in uncertainty, namely, whether

Sappho survived the leap or perished in it.

From what has been said, it follows that a true conception
of the erotic poetry of Sappho, and of the feelings expressed
in it, can only be drawn from fragments of her odes, which,

though numerous, are for the most part very short. The most

considerable and the best known of Sappho's remains is the com-

1
Concerning the connexion of this custom with the worship ofApollo, see Miiller's

Doriant, B. XI. ch. 1 1. 10.

8 In Hephaestion, p. 130.
* See Ptolein. Hephsestion (in Phot. Biblioifoc.) 0tp\ioi> f.
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plete ode,
1 in which she implores Aphrodite not to allow the

torments and agitations of love to destroy her mind, but to

come to her assistance, as she had formerly descended from
heaven in her golden car drawn by sparrows, and with radiant

smiles on her divine face had asked her what had befallen her,

and what her unquiet heart desired, and who was the author of

her pain. She promised that if he fled her now, he soon would
follow her

;
if he did not now accept her presents, he would

soon offer presents to her; if he did not love her now, he

would soon love her, even were she coy and reluctant. Sappho
then implores Aphrodite to come to her again and assist her.

Although, in this ode, Sappho describes her love in glowing

language, and even speaks of her own frantic heart,
2

yet the

indelicacy of such an avowal of passionate love is much dimi-

nished by the manner in which it is made. The poetess does

not importune her lover with her complaints, nor address her

poem to him, but confides her passion to the goddess and pours
out to her all the tumult and the anguish of her heart. There is

great delicacy in her not venturing to give utterance in her own

person to the expectation that the coy and indifferent object of

her affection would be transformed into an impatient lover ; an

expectation little likely to find a place in a heart so stricken and

oppressed as that of the poetess ; she only recalls to her mind,
that the goddess had in former and similar situations vouch-

safed her support and consolation. In other fragments Sappho's

passionate excitable temper is expressed with frankness quite

foreign to our manners, but which possesses a simple grace.

Thus she says,
'
I request that the charming Menon be invited,

if the feast is to bring enjoyment to me ;'

3 and she addresses a

distinguished youth in these words :

( Come opposite to me, oh

friend, and let the sweetness which dwells in thine eyes beam

upon me.'4 Yet we can nowhere find grounds for reproaching

her with having tried to please men or met their advances when

1
Fragm. i. Blomf. i. Neue.

2
atc6\{i 9v/j.<$.

3
Fragm. 33. Neue, from Hephsest. p. 41 ;

it is not, however, quite certain, that

the verses belong to Sappho. Compare fragm. 10. Blomf. 5. Neue (t\6l, KI/T/H).

4
Fragm. 13. Blomf. 62. Neue. Compare fragm. 24. Blomf. 32. Neue. (y\vicfla,

fiarep, otfroi ), and. 28 Blomf. 55. Neue, (SeSwce fitv a. fffXdva ).
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past the season of youth. On the contrary, she says,
' Thou

art my friend, I therefore advise thee to seek a younger wife, I

cannot bring myself to share, thy house as an elder/
1

8. It is far more difficult to discover and to judge the

nature of Sappho's intimacies with women. It is, however,

certain that the life and education of the female sex in Lesbos

was not, as in Athens, confined within the house ; and that

girls were not entrusted exclusively to the care of mothers and

nurses. There were women distinguished by their attainments,

who assisted in instructing a circle of young girls, in the same
j

manner as Socrates afterwards did at Athens young men of

promising talents. There were also among the Dorians of

Sparta noble and cultivated women, who assembled young girls i

about them, to whom they devoted themselves with great zeal

and affection
; and these girls formed associations which, in all

probability, were under the direction of the elder women.2

Such associations as these existed in Lesbos in the time of

Sappho ; but they were completely voluntary, and were formed

by girls who were studying to attain that proficiency in music

or other elegant arts, that refinement and grace of manners,
which distinguished the women around whom they congregated.
Music and poetry no doubt formed the basis of these societies,

and instruction and exercise in these arts were their immediate

object. Though poetry was a part of Sappho's inmost nature,

a genuine expression of the feelings by which she was really

agitated, it is probable that with her, as with the ancient poets,
it was the business and study of life ;

and as technical perfec-
tion in it could be taught, it might, by persevering instructions,

be imparted to the young.
3 Not only Sappho, but many other

women in Lesbos, devoted themselves to this mode of life. In

the songs of this poetess, frequent mention was made of Gorgo
and Andromeda as her rivals.

4 A great number of her young

1
Fragm. la. Blomf. ao. Neue (according to the reading of the latter).

Muller's Doriant, B. IV. chap. IV. 8. ch. V. i.

* Hence Sappho calls her house,
' the house of the servant of the Muses,'

novff<rrb\u olxiav, from which mourning must be excluded : Fragm. 71. Blomf. 28.

Neue.
4 From the passage on the relations of Sappho in Maxim. Tyrius, Dissert. XXIV.
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friends were from distant countries,
1

as Anactoria of Miletus,

Gongyla of Colophon, Eunica of Salamis, Gyrinna, Atthis,

Mnasidica. A great number of the poems of Sappho related

to these female friendships, and reveal the familiar intercourse

of the woman's chamber, the Gynseconitis ;
where the tender

refined sensibility of the female mind was cultivated and im-

pressed with every attractive form. Among these accomplish-

ments, music and a graceful demeanour were the most valued.

The poetess says to a rich but uncultivated woman,
' Where

thou diest, there wilt thou.lie, and no one will remember thy
name in times to come, because thou hast no share in the

roses of Pieria. Inglorious wilt thou wander about in the

abode of Hades, and flit among its dark shades.'
2 She derides

one of her rivals, Andromeda, for her manner of dressing, from

which it is well known the Greeks were wont to infer much
more of the native disposition and character than we do.
' What woman/ says she to a young female frieud,

' ever

charmed thy mind who wore a vulgar and graceless dress, or

did not know how to draw her garments close around her

ankles ?'
3 She reproaches one of her friends, Mnasidica, be-

cause, though her form was beautiful as that of the young

Gyrinna, yet her temper was gloomy.
4 To another, Atthis, to

whom she had shown particular marks of affection, and who
had grieved her by preferring her rival Andromeda, she says,
'

Again does the strength-dissolving Eros, that bitter-sweet,

resistless monster agitate me
;
but to thee, O Atthis, the

1 In Suidas in Sair$w the tralpai and fiaQrirpiai of Sappho are distinguished :

but the eratpai were, at least originally, fiad-^rpiai. Thus Maximus Tyrius men-

tions Anactoria as being loved by Sappho ;
but it is probable that' A.vay6pa'M.i\'ri<ria,

mentioned by Suidas among her fiadrirptai, is the same person, and that the name

ought to be written 'Avcucropia. MtX^er/a. This emendation is confirmed by the fact,

that the ancient name of Miletus was Anactoria
; Stephan. Byzant. in voc. MiX^ros,

Eustath. ad. U. II. 8, p. 11, ed. Rom.
;
Schol. Apoll. Rhod. I. 187.

8
Fragm. n. Blomf. 19. Neue.

3
Fragm. 35. Blomf. 13. Neue. This passage is illustrated by ancient works of

sculpture, on which women are represented as walking with the upper garment
drawn close to the leg above the ankle. See, for example, the relief in Mus.

Capitol. T. IV. tab. 43.
*
Fragm. 26, if. Blomf. 42. Neue. The reading, however, is not quite certain.
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thought of me is importunate ;
thou fliest to Andromeda." It

is obvious that this attachment bears less the character of

maternal interest than of passionate love ;
as among the Dorians

in Sparta and Crete, analogous connexions between men and

youths, in which the latter were trained to noble and manly

deeds, were carried on in a language of high-wrought and pas-

sionate feeling which had all the character of an attachment

between persons of different sexes. This mixture of feelings,

which among nations of a calmer temperament have always
been perfectly distinct, is an essential feature of the Greek

character.

The most remarkable example of this impassioned strain of

Sappho in relation to a female friend is that considerable frag-

ment preserved by Longinus, which has often been incorrectly

interpreted, because the beginning of it led to the erroneous

idea that the object of the passion expressed in it was a man.

But the poem says,
* That man seems to me equal to the

gods who sits opposite to thee, and watches thy sweet speech
and charming smile. My heart loses its force : for when I

look at thee, my tongue ceases to utter
; my voice is broken, a

subtle fire glides through my veins, my eyes grow dim, and a

rushing sound fills my ears/ In these, and even stronger

terms, the poetess expresses nothing more than a friendly at-

tachment to a young girl, but which, from the extreme excita-

bility of feeling, assumes all the tone of the most ardent

passion.
2

9. From the class of Sapphic odes which we have just

described, we must distinguish the Epithalamia or Hymeneals,
which were peculiarly adapted to the genius of the poetess from

the exquisite perception she seems to have had of whatever was

attractive in either sex. These poems appear, from the nume-
rous fragments which remain, to have had great beauty, and

much of that mode of expression which the simple, natural

manners of those times allowed, and the warm and sensitive

1
Fragm. 31. Blomf. 37. Neue. cf. 32. Blomf. 14. Neue. 'HpdfMv plr

'ArOl, irdXai irdra.

*
Catullus, who imitates this poem in Carm. 51, gives it an ironical termination,

(Otium, Catulle, tibi molestum est, &c.,) which is certainly not borrowed from

Sappho.
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heart of the poetess suggested. The Epithalamium of Catullus,

not that playful one ou the marriage of Manlius Torquatus, but

the charming, tender poem, Vesper adest, juvenes, consurgite,

is an evident imitation of a Sapphic Epithalamium, which was

composed in the same hexameter verse. It appears that in

this, as in Catullus, the trains of youths and of maidens ad-

vanced to meet; these reproached, those praised the evening

star, because he led the bride to the youth. Then comes the

verse of Sappho which has been preserved,
'

Hesperus, who

bringest together all that the rosy morning's light has scat-

tered abroad/ 1 The beautiful images of the gathered flowers

and of the vine twining about the elm, by which Catullus alter-

nately dissuades and recommends the marriage of the maiden,
have quite the character of Sapphic similes. These mostly
turn upon flowers and plants, which the poetess seems to have

regarded with fond delight and sympathy.
2 In a fragment

lately discovered, which bears a strong impression of the simple

language of Sappho, she compares the freshness of youth and

the unsullied beauty of a maiden's face to an apple of some

peculiar kind, which, when all the rest of the fruit is gathered
from the tree, remains alone at an unattainable height, and

drinks in the whole vigour of vegetation ;
or rather (to give

the simple words of the poetess in which the thought is placed
before us and gradually heightened with great beauty and

nature)
'
like the sweet apple which ripens at the top of the

bough, on the topmost point of the bough, forgotten by the

gatherers no, not quite forgotten, but beyond their reach.'
3

A fragment written in a similar tone, speaks of a hyacinth,
which growing among the mountains is trodden underfoot by
the shepherds, and its purple flower is pressed to the ground ;

4

1
Fragm. 45. Blomf. 68. Neue.

3
Concerning the love of Sappho for the rose, see Philostrat. Epist. 73, comp.

Neue, fragm. 132.
3 Oro^ rb y\vKij/J.a.\ot> {petiderat at;pq> fa' 6ffS<f>,

"O<rStf> eir aKpordrif}, \f\ddovro Si /MaXoSpoirijes.

Ov /J,i]v K\e\d6oiT'
,
d\\' owe tSvvavr f<f>iKeff6ai.

The fragment is in Walz, JRhetores Greed, vol. VIII. p. 883. Himerius, Orat. I.

4. 16. cites something similar from a hymenaeus of Sappho.
4 Q'iav TO.V vaKivdov ev otipeai Trofytej'es dvSpes

iroffffl Ka.Ta.ffT(lpovffi' x<Va ^ 8^ re irt>p<f>vpov ttvdos.

Demetrius, de Elocut. c. 106, quotes these verses without a name ; but it can
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thus obviously comparing the maiden who has no husband to

protect her, with the flower which grows in the field, as con-

trasted with that which blooms in the shelter of a garden. In

another hymeneal, Sappho compares the bridegroom to a young
and slender sapling.

1 But she does not dwell upon such images
as these alone ; she also compares him to Ares,

2 and his deeds

to those of Achilles ;

3 and here her lyre may have assumed a

loftier tone than that which usually characterized it. But there

was another kind of hymeneal among the songs of Sappho, which

furnished occasion to a sort of petulant pleasantry. In this

the maidens try to snatch away the bride as she is led to the

bridegroom, and vent their mockery on his friend who stands

before the door, and is thence called the Porter.
4

Sappho also composed hymns to the gods, in which she

invoked them to come from their favourite abodes in different

countries ; but there is little information extant respecting their

contents.

10. The poems of Sappho are little susceptible of division

into distinct classes. Hence the ancient critics divided them

into books, merely according to the metre, the first containing
the odes in the Sapphic metre, and so on. The hymeneals
were thus placed in different books. The rhythmical construc-

tion of her odes was essentially the same as that of Alcseus,

yet with many variations, in harmony with the softer character

of her poetry, and easily perceptible upon a careful comparison
of the several metres.

How great was Sappho's fame among the Greeks, and how

rapidly it spread throughout Greece, may be seen in the his-

tory of Solon/ who was a contemporary of the Lesbian poetess.

Hearing his nephew recite one of her poems, he is said to

have exclaimed, that he would not willingly die till he had

learned it by heart. Indeed the whole voice of antiquity has

scarcely be doubted that they are Sappho's. In Catullus, the young women use

the same image as the young men in Sappho.
1
Fragm. 41. Blonif. 34. Neue.

1
Fragm. 39. Blonif. 73. Neue.

*
Hiiiii-rius, Orat. I. 4. 16.

4
Fragm. 43. Blomf. 38. Neue. It is worthy of remark, that Demetrius, de

Elocut. c. 167, expressly mentions the chorus in relation to this fragment.
* In Stobjeus, Srrm. XXIX. 8.
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declared that the poetry of Sappho was unrivalled in grace
and sweetness.

And doubtless from that circle of accomplished women, of

whom she formed the brilliant centre, a flood of poetic warmth
and light was poured forth on every side. A friend of hers,

Damophila the Pamphylian, composed a hymn on the worship
of the Pergsean Artemis (which was solemnized in her native

land after the Asiatic fashion) ;
in this the ^Eolic style was

blended with the peculiarities of the Pamphylian manner. 1

Another poetess of far higher renown was Erinna, who died in

early youth, when chained by her mother to the spinning-
wheel

;
she had as yet known the charm of existence in imagi-

nation alone. Her poem, called The Spindle ('HXa/carj?), con-

taining only 300 hexameter verses, in which she probably ex-

pressed the restless and aspiring thoughts which crowded on

her youthful mind, as she pursued her monotonous work, has

been deemed by many of the ancients of such high poetic merit

as to entitle it to a place beside the epics of Homer. 2

ii. We now come to ANACREON, whose poetry may be

considered as akin to that of Alcaeus and Sappho, although he

was an Ionian from Teos, and his genius had an entirely dif-

ferent tone and bent. In respect also of the external circum-

stances in which he was placed, he belonged to a different

period ; inasmuch as the splendour and luxury of living had,

in his time, much increased among the Greeks, and even poetry
had contributed to adorn the court of a tyrant. The spirit of

the Ionic race was, in Callinus, united with manly daring and

a high feeling of honour, and in Mimnermus with a tender

melancholy, seeking relief from care in sensual enjoyment ; but

in Anacreon it is bereft of all these deeper and more serious

feelings ; and he seems to consider life as valuable only in so far

as it can be spent in love, music, wine, and social enjoyments.
And even these feelings are not animated with the glow of the

./Eolic poets ; Anacreon, with his Ionic disposition, cares only
for the enjoyment of the passing moment, and no feeling takes

such deep hold of his heart that it is not always ready to give

way to fresh impressions.

1 Philostrat. Vit. Apollon. I. 30, p. 37. ed. Olear.

* The chief authority is Anthol. Palat. IX. 190.
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Anacreon had already arrived at manhood, when his native

city Teos was, after some resistance, taken by Harpagus, the

general of Cyrus. Tn consequence of this capture, the inha-

bitants all took ship, and sailed for Thrace, where they founded

Abdera, or rather they took possession of a Greek colony

already existing on the spot, and enlarged the town. This

event happened about the 6oth Olymp. 540 B.C. Auacreon

was among these Teian exiles ; and, according to ancient testi-

mony, he himself called Abdera ' The fair settlement of the

Teians.'
' About this time, or at least not long after, Polycrates

became tyrant of Samos; for Thucydides places the height of

his power under Cambyses, who began to reign in Olymp. 62. 4,

B.C. 529. Polycrates was, according to the testimony of Hero-

dotus, the most enterprising and magnificent of all the Grecian

tyrants. His wide dominion over the islands of the ^Egean Sea,

and his intercourse with the rulers of foreign countries (as with

Amasis, king of Egypt), supplied him with the means of adorning
his island of Samos, and his immediate retinue, with all that art

and riches could at that time effect. He embellished Samos

with extensive buildings, kept court like an oriental prince,

and was surrounded by beautiful boys for various menial ser-

vices; and he appears to have considered the productions of

such poets as Ibycus, and especially Anacreon, as the highest

ornament of a life of luxurious enjoyment. Anacreon, ac-

cording to the well-known story of Herodotus, was still at the

court of Polycrates, when death was impending over him
;
and

he had probably just left Samos, when his host and patron
was murdered by the treacherous and sanguinary Oroetes.

(Olympiad 64. 3, B.C. 522). At this time Hippias, the son of

Pisistratus, ruled in Athens ; and his brother Hipparchus
shared the government with him. The latter had more taste

for poetry than any of his family, and he is particularly named
in connexion with institutions relating to the cultivation of

poetry among the Athenians. Hipparchus, according to a Pla-

tonic dialogue which bears his name, sent out a ship with fifty

1 In Strabo, XIV. p. 644. A fragment in Schol. Odyst. VIII. 293. (fragment

131. ed. Bergk,) also refers to the Haitians in Thrace, as likewise does an epigram
of Anacreon (Anthol. Palat. VIII. 6) to a brave warrior, who had fallen in the

defence of his native city Abdera.
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oars, to bring Anacreon to Athens ; and here Anacreon found

several other poets, who had then come to Athens in order to

adorn the festivals of the city, and, in particular, of the royal

family. Meanwhile Anacreon devoted his muse to other dis-

tinguished families in Athens ; among others he is supposed to

have loved the young Critias, the son of Dropides, and to have

extolled this house distinguished in the annals of Athens. 1 At
this time the fame of Anacreon appears to have reached its

highest point; he must also have been advanced in years, as

his name was, among the ancients, always connected with the

idea of an old man, whose grey hairs did not interfere with his

gaiety and pursuit of pleasure. It is, indeed, stated, that

Anacreon was still alive at the revolt of the lonians, caused by
Histiseus, and that being driven from Teos, he took refuge in

Abdera. 2 But as this event happened in Olympiad 71. 3,

B.C. 494, about 35 years after Anacreon's residence with Poly-

crates, the statement must be incorrect
;
and it appears to have

arisen from a confusion between the subjugation of the lonians

by Cyrus, and the suppression of their revolt under Darius.

From an inscription for the tomb of Anacreon in Teos, attri-

buted to Simonides,
3
it is inferred that he returned in his old

age to Teos, which had been again peopled under the Persian

government. But the monuments which were erected to cele-

brated men in their own country were often merely cenotaphs ;

and this epitaph may perhaps, like many others bearing the

1
Plato, Charmid. p. 157 E. Schol. ^Escliyl. Prom. 128. This Critias was at

that time (Olymp. 64) about sixteen years old
;
for he was born in Olymp. 60 ; and

this agrees with the fact, that his grandson Critias, the statesman, one of the thirty

tyrants of Athens, was, according to Plato, Tim. p. 2 16, eighty years younger than

his grandfather. Consequently, the birth of the younger Critias falls in Olymp.

80, which agrees perfectly with the recorded events of his life. The Critias born in

Olymp. 60, is however called a son of the Dropides, who is stated to have been a

friend of Solon, and to have succeeded him in the office of Archon in Olymp. 46. 4.

B -c - 593- I* seems impossible to escape from these chronological difficulties, ex-

cept bv distinguishing this Dropides, and his son Critias, to whom Solon's verses

refer (Ehrljueccu Kpirlri Trvpp6rpix>' Tra.rpbs a.Koiieu>, &c.), from the Dropides and

Critias in Anacreon's time. Upon this supposition the dates of the persons of this

family would stand thus : Dropides, born about Olymp. 36 ;
Critias irvpp60pi

Olymp. 44 ; Dropides, the grandson, Olymp. 52 ; Critias, the grandson, Olymp.
60 ; Callaeschrus, Olymp. 70 ;

Critias the tyrant, Olymp. 80.

8 In Suidas in v. 'A.va.Kptuv, Te'wj.

8 Anthol. Pal. VII. 25. fragm. 52. ed. Gaisford.

VOL. I. R
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name of Simonides, have been composed centuries after the

time of that poet.
1

It is probable that Anacreon, when he

had once become known as the welcome guest of the richest

and most powerful men of Greece, and when his social qualities

had acquired general fame, was courted and invited by princes

in other parts of Greece. It is intimated in an epigram that

he was intimately connected with the Aleuads, the ruling family

in Thessaly, who at that time added great zeal for art and lite-

rature to the hospitable and convivial qualities of their nation.

This epigram refers to a votive offering of the Thessalian prince

Echecratides, doubtless the person whose son Orestes, in Olym-

piad 81. 2, B.C. 454, applied to the Athenians to reinstate him

in the government which had belonged to his father.
2

12. Anacreon seems to have laid the foundation of his poe-

tical fame in his native town of Teos ; but the most productive

period of his poetry was during his residence in Samos. The

whole of Anacreon's poetry (says the geographer Strabo, in

speaking of the history of Samos) is filled with allusions to

Polycrates. His poems, therefore, are not to be considered as

the careless outpourings of a mind in the stillness of retirement,

but as the work of a person living in the midst of the splendour
of the Samian tyrant. Accordingly, his notions of a life of

enjoyment are not formed on the Greek model, but on the

luxurious manners of the Lydians,
3 introduced by Polycrates

into his court. The beautiful youths, who play a principal part
in the genuine poems of Anacreon, are not individuals dis-

tinguished from the mass of their contemporaries by the poet,

but young men chosen for their beauty, whom Polycrates kept
about his person, and of whom some had been procured from a

distance ; as, for example, Smerdies, from the country of the

Thracian Ciconians. Some of these youths enlivened the meals

of Polycrates by music ;
as Bathyllus, whose flute-playing and

Ionic singing are extolled by a later rhetorician, and of whom
a bronze statue was shown in the Temple of Juno at Samos, in

the dress and attitude of a player on the cithara ;
but which,

1 The fragment AlvoraOij TrarplV ITT^OIMU. (Schol. Harl. Od. M. 313, fragm. 33.

Bergk) appears to refer to a journey to this country.
*
Compare Anthd. Pal. VI. 142, with Thucyd. I. in.

*
ij TUV \v6wv -rpo<tri).
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according to the description of Apuleius, appears to have been

only an Apollo Citharoedus, in the ancient style. Other youths
were perhaps more distinguished as dancers. Anacreon offers

his homage to all these youths, and divides his affection and

admiration between Smerdies with the flowing locks, Cleobulus

with the beautiful eyes, the bright and playful Lycaspis, the

charming Megistes, Bathyllus, Simalus, and doubtless many
others whose names have not been preserved. He wishes them

to sport with him in drunken merriment ;

l and if the youth will

take no part in his joy, he threatens to fly upon light wings up
to Olympus, there to make his complaints, and to induce Eros

to chastise him for his scorn.
2 Or he implores Dionysus, the

god with whom Eros, and the dark-eyed nymphs, and the purple

Aphrodite, play, to turn Cleobulus, by the aid of wine, to the

love of Anacreon.3 Or he laments, in verses full of careless

grace, that the fair Bathyllus favours him so little.
4 He knows

that his head and temples are grey ; but he hopes to obtain the

affection of the youths by his pleasing song and speech.
5 In

short, he pays his homage to these youths, in language com-

bining passion and playfulness.

13. Anacreon, however, did not on this account withhold

his admiration from female beauty.
'

Again (he says, in

an extant fragment) golden-haired Eros strikes me with a purple

ball, and challenges me to sport and play with a maiden with

many-coloured sandals. But she, a native of the well-built

Lesbos,
6

despises my grey hairs, and prefers another man.'

His amatory poetry chiefly consists of complaints of the indif*

ference of women to his love ; which, however, are expressed in

so light and playful a manner, that they do not seem to

1 Anacreon has a peculiar term to express this idea, viz. rifiav or crvvri^av. One

of the amusements of this kind of life is gambling, of which the fragment in Schol.

lorn. n. XXIII. 88, fragment 44. Bergk. speaks :

' Dice are the vehement

passion and the conflict of Eros.'

8
Fragm. in Hephaest. p. 52. (22. Bergk.), explained by Julian, Epist. 18,

p. 386 B.

3
Fragm. in Dio Chrysost. Or. II. p. 31, fr. 2. Bergk.

4 Horat. Ep. XIV. 9. sq.

5
Fragm. in Maxim. Tyr. VIII. p. 96, fr. 42. Bergk.

' In Athen. XIII. p. 599. C. fr. 15. Bergk. That it does not refer to Sappho

s proved by the dates of her lifetime, and of that of Anacreon.

R 2
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proceed from genuine regret. Thus, in the beautiful ode, imi-

tated in many places by Horace :'
' Thracian filly, why do you

look at me askance, and avoid me without pity, and will not

allow me any skill in my art ? Know, then, that I could soon

find means of curbing your spirit, and, holding the reins, could

guide you in the course round the goal. Still you wander

about the pastures, and bound lightly round them, for there has

been no dexterous hand to tame you.' But such loves as these

are far different from the deep seriousness with which Sappho

confesses her passion, and they can only be judged by those re-

lations between the sexes which were universally established

among the lonians at that time. In the Ionic states of Asia

Minor, as at Athens, a freeborn maiden was brought up within

the strict limits of the family circle, and was never allowed to

enter the society of men. Thence it happened that a separate

class of women devoted themselves to all those arts which

qualified them to enhance the charm of social life the Hetaerse,

most of them foreigners or freed women, without the civic

rights which belonged to the daughter of a citizen, but often

highly distinguished by the elegance of their demeanour and by
their accomplishments. Whenever, therefore, women are men-

tioned by Ionic and Attic writers, as taking part in the feasts

and symposia of the men, and as receiving at their dwelling

the salutations of the joyous band of revellers, the Comus,
there can be no doubt that they were Hetserae. Even at the

time of the orators,
2 an Athenian woman of genuine free blood

would have lost the privileges of her birth, if she had so

demeaned herself. Hence it follows, that the women with

whom Anacreon offers to dance and sing, and to whom, after a

plenteous repast, he addresses a song on the Pectis,
3 are

Hetaerae, like all those beauties whose charms are celebrated by
Horace. Anacreon's most serious love appears to have been

for the '
fair Eurypyle;' since jealousy of her moved him to

write a satirical poem, in which Artemon, the favourite ol

Eurypyle, who was then passing an effeminate and luxurious life

1 In Heraclid. AUegor. Horn. p. 16. ed. Schow. fr. 79. Bergk.
Demosth. Near. p. 1352, Reiske, and elsewhere; Iswus, de Pyrrki Hertd

p. 30. 14-
3 In Hephast. p. 59. fr. 16. Bergk.
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is described in the mean and necessitous condition in which he
had formerly lived.

1 Anacreon here shows a strength and hit-

terness of satirical expression resembling the tone of Archi-

lochus; a style which he has successfully imitated in other

poems. But Anacreon is content with describing the mere sur-

face, that is, the outward marks of disgrace, the slavish attire, the

low-bred demeanour, the degrading treatment to which Artemon
had been exposed ; without (as it appears) touching upon the

intrinsic merit or demerit of the person attacked. Thus, if we

compare Anacreou with the ^Eolic lyric poets, he appears less

reflective, and more occupied with external objects. For in-

stance, wine, the effects of which are described by Alcseus with

much depth of feeling, is only extolled by Anacreon as a means
of social hilarity. Yet he recommends moderation in the use

of it, and disapproves of the excessive carousiugs of the Scy-

thians, which led to riot and brawling.
2 The ancients, indeed

(probably with justice), considered the drunkenness of Anacreon

as rather poetical than real. In Anacreon we see plainly how
the spirit of the Ionic race, notwithstanding the elegance and

refinement of Ionian manners, had lost its energy, its warmth
of moral feeling, and its power of serious reflection, and was re-

duced to a light play of pleasing thoughts and sentiments. So

far as we are able to judge of the poetry of Anacreon, it seems

to have had the same character as that attributed by Aristotle

to the later Ionic school of painting of Zeuxis, that '
it had ele-

gance of design and brilliancy of colouring, but was wanting in

moral character (TO rjfloc.)'

14. The Ionic softness, and departure from strict rule,

which characterizes the poetry of Anacreon, may also be per-

ceived in his versification. His language approached much
nearer to the style of common conversation than that of the

-lEolic lyric poets, so as frequently to seem like prose em-

bellished with ornamental epithets; and his rhythm is also

softer and less bounding than that of the ^Eolians, and has an

easy and graceful negligence, which Horace has endeavoured to

imitate. Sometimes he makes use of logaoedic metres, as in

1 In Athen. XII. p. 533 E. fr. 19. Bergk.
* In Athen. X. p. 427. A. fr. 62. Bergk. Similarly Horace I. 27. i. sq.
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the Glyconean verses, which he combines into strophes by sub-

joining a Pherecratean verse to a number of Glyconeans. In

this metre he shows his love for variety and novelty by mixing

strophes of different lengths with several Glyconean verses, yet

so as to preserve a certain symmetry in the whole.
1 Anacreon

also, like the ^Eolic lyric poets, sometimes used long choriambic

verses, particularly when he intended to express energy of feel-

ing, as in the poem against Artemon, already mentioned.

This metre also exhibits a peculiarity in the rhythm of the

Ionic poets, viz., an alternation of different metres, producing a

freer and more varied, but also a more careless, flow of the

rhythm. In the present poem this peculiarity consists in the

alternation of choriambics with iambic dipodies.
2 The same

character is still more strongly shown in the Ionic metre (Ionic

a minori) which was much used by Anacreon. At the same

time he changed its expression (probably after the example of

the musician Olympus),
3

by combining two Ionic feet, so that

the last long syllable of the first foot was shortened and the

first short syllable of the second foot was lengthened ; by which
t

change the second foot became a trochaic dipody.
4

By this

process, called by the ancients a bending, or refraction

(ava.K\aaiq), the metre obtained a less uniform, and at the

sttrae time a softer, expression ;
and thus, when distributed into

1 So in the long fragment in Schol. Hephaest. p. 125. fr. I. Bergk.

"yovvovfj.a.i <r' f\a<prj^6\e

j:ai>6r] irai Aids, dypluv
S^ffirou'' "A/rre/u Brjpuv.

This is followed by a second strophe, with four glyconeans and a pherecratean ;

and both strophes together form a larger whole. This hymn of Anacreon, the only

composition of its kind which is known, is evidently intended for the inhabitants of

Magnesia, on the Mseander and Letbaeus, rebuilt after its destruction (ch. IX.

4), where Artemis was worshipped under the title of Leucophryne.
1 So that the metre is

roXXd fjv tv Sovpl riOels air^va. iroXXA 5'

ToXXA Si VUTOV ffKvrlrg nd<myi ffufjuxOeh

Two such verses as these are then followed by an iambic dimeter, as an epode :

TTUyWvA, T lKTfTI\ntlH)S.

See ch. XII. 7.

* So that w^J__| w^/_ia changed into ^ ~ '

|

/ >- _ _
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short verses, it became peculiarly suited to erotic poetry. The

only traces of this metre, before Anacreon's time, occur in two

fragments of Sappho. Anacreon, however, formed upon this

plan a great variety of metres, particularly the short Anacre-

ontic verse (a dimeter lonicus), which occurs so frequently, both

in his genuine fragments and in the later odes imitated from

his style. Anacreon used the trochaic and iambic verses in

the same manner as Archilochus, with whom he has as much
iu common, in the technical part of his poetry, as with the

.Eolic lyric poets. The composition of verses in strophes is

less frequent with Anacreon than with the Lesbian poets ; and

when he forms strophes, it often happens that their conclusion

is not marked by a verse different from those that precede ;

but the division is only made by the juxtaposition of a definite

number of short verses (for example, four Ionic dimeters), re-

lating to a common subject.

15. It is scarcely possible to treat of the genuine remains

of the poetry of Anacreon, without adverting to the collection

of odes, preserved under his name. Indeed, these graceful little

poems have so much influenced the notion formed of Anacreon,
that even now the admiration bestowed upon him is almost

entirely founded upon these productions of poets much later

than him in date, and very different from him in poetical cha-

racter. It has long since been proved that these Anacreontics

are not the work of Anacreon ;
and no further evidence of their

spuriousness is needed than the fact, that out of about 150
citations of passages and expressions of Anacreon, which occur

in the ancient writers, only one (and that of recent date) refers

to a poem in this collection. But their subject and form fur-

nish even stronger evidence. The peculiar circumstances under

which Anacreon wrote his poetry never appear in these odes.

The persons named in them (as, for example, Bathyllus) lose

their individual reality ; the truth and vigour of life give place

to a shadowy and ideal existence. Many of the commonplaces
of poetry, as an old age of pleasure, the praise of love and wine,

the power and subtlety of love, &c., are unquestionably treated

in them with an easy grace and a charming simplicity. But

generalities of this kind, without any reference to particular

events or persons, do not consist with the character of Ana-
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creon's poetry, which was drawn fresh from the life. More-

over, the principal topics in these poems have an epigrammatic
and antithetical turn : the strength of the weaker sex, the

power of little Eros, the happiness of dreams, the freshness of

age, are subjects for epigrams ; and for epigrams like those

composed in the first century before Christ (especially by

Meleager), and not like those of Simonides. Throughout these

odes love is represented as a little boy, who carries on a sort of

mischievous sport with mankind
;
a conception unknown to

ancient art, and closely akin to the epigrammatic sports which

belonged to the literature of a later period, and to the analogous

representations of Cupid in works of art, especially on gems,
where he appears, in various compositions, as a froward mis-

chievous child. None of these works are more ancient than

the time of Lysippus or Alexander. The Eros of the genuine

Anacreon, who '
strikes at the poet with a great hatchet, like a

smith, and then bathes in the wintry torrent/
l

is evidently a

being different both in body and mind. The language of these

odes is also prosaic and mean, and the versification monotonous,

inartificial, and sometimes faulty.
2

These objections apply to the entire collection; nevertheless,

there is a great difference between the several odes, some of

which are excellent in their way, and highly pleasing from their

simplicity ;

3 while others are feeble in their conception and

barbarous in their language and versification. The former may,

perhaps, belong to the Alexandrian period ;
in which (notwith-

standing its refined civilization) some poets attempted to express
the simplicity of childish dispositions, as appears from the

Idylls of Theocritus. Those of inferior stamp may be as-

cribed to the later period of declining paganism, and to un-

1
Fragro. in Hephsest. p. 68. Gala. fr. 45. Eergk.

* The prevailing metre in these Anacreontics =._~_ ^ _ -..(a dimeter

iambic catalectic) does not occur in the fragments, except in Hephast. p. 30, SchoL

Aristoph. Pint. 303. (fr. 92. Bergk.) The verses there quoted are imitated in

one of the Anacreontics, od. 38. Hephsestion calls this metre, the ' so called

* One of the best, viz., Anacreon's advice to the toreutes, who is to make him a

cup, (No. 17 in the collection,) is cited by Gellius, N.A. XIX. 9, as a work of Ana-

creon himself
;
but it baa completely the tone and character of the common Ana-

creontics.
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cultivated writers, who imitated a hackneyed style of poetical

composition. However, many even of the better Anacreon-

tics may have been written at as late a period as that of the

national migrations. There can be no doubt that the century
which produced the epic poetry of Nonnus, and so many
ingenious and well-expressed epigrams, possessed sufficient

talent and knowledge for Anacreontics of this kind.

1 6. With Anacreon ceased the species of lyric poetry, in

which he excelled : indeed he stands alone in it, and the tender

softness of his song was drowned by the louder tones of the

choral poetry. The poem (or melos) destined to be sung by a

single person, never, among the Greeks, acquired so much
extent as it has since attained in the modern English and Ger-

man poetry. By modern poets it has been used as the vehicle

for expressing almost every variety of thought and feeling. The

ancients, however, drew a more precise distinction between the

different feelings to be expressed in different forms of poetry ;

and reserved the ^Eolic melos for lively emotions of the mind
in joy or sorrow, or for impassioned overflowings of an op-

pressed heart. Anacreon's poetry contains rather the play of

a graceful imagination than deep emotion ; and among the

other Greeks there is no instance of the employment of lyric

poetry for the expression of strong feeling : so that this kind

of poetry was confined to a short period of time, and to a small

portion of the Greek territory. One kind of lyric poems nearly

resembling the ^Eolic, was, however, cultivated in the whole of

Greece, and especially at Athens, viz., the Scolion.

Scolia were songs, which were sung at social meals during

drinking, when the spirit was raised by wine and conversation

to a lyrical pitch. But this term was not applied to all drink-

ing songs. The scolion was a particular kind of drinking song,

and is distinguished from other parcenia. It was only sung by

particular guests, who were skilled in music and poetry ; and

it is stated that the lyre, or a sprig of myrtle, was handed

round the table, and presented to any one who possessed the

power of amusing the company with a beautiful song, or even

a good sentence in the lyric form. This custom really existed ;*

1 See particularly the scene described in Aristoph. Vesp. 1219. sq. where the

Scolion is caught up from one by the other.
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although the notion that the name of the song arose from its

irregular course round the table (aKo\iov, crooked) is not pro-

bable. It is much more likely (according to the opinion of

other ancient writers), that in the melody, to which the scolia

were sung, certain liberties and irregularities were permitted, by
which the extempore execution of the song was facilitated ; and

that on this account the song was said to be dent. The rhythms
of the extant scolia are very various, though, on the whole, they
resemble those of the ^Eolic lyric poetry; only that the course

of the strophes is broken by an accelerated rhythm, and is in

general more animated. 1 The Lesbians were the principal com-

posers of Scolia. Terpander, who (according to Pindar) in-

vented this kind of song, was followed by Alcseus and Sappho, and

afterwards by Anacreon and Praxilla of Sicyon f besides many
others celebrated for choral poetry, as Simonides and Pindar.

We will not include in this number the seven wise men ; for

although Diogenes Laertius, the historian of ancient philosophy,
cites popular verses of Thales, Solon, Chilon, Pittacus, and Bias,

which are somewhat in the style of scolia ;

3

yet the genuineness
of these sententious songs is very questionable. With respect to

language and metre, they all appear formed upon the same

model ; so that we must suppose the seven wise men to have

agreed to write in an uniform style, and moreover in a kind of

rhythm which did not become common until the time of the

1 This is particularly true of the apt and elegant metre, which occurs in eight
Scolia (one of them the Harmodius), and of which there is a comic imitation in

Aristoph. Eccl. 938.

, _

Here the hendecasyllables begin with a composed and feeble tone ;
but a more

rapid rhythm is introduced by the anapaestic beginning of the third verse ;
and the

two expressions are reconciled by the logaoedic members in the last verse.

Praxilla (who, according to Eusebius, flourished in Olymp. 81. 2, B.C. 451,
and is mentioned as a composer of odes of an erotic character) is stated to be the

author of the Scolion Tri rairl \L6V, which was in the irapoivia Ilpa^XXi/j. (Schol.
Rav. in Aristoph. Thetm. 528), and of the Scolion, Ot)<t (<rru> d\uTtKlfru>, (Schol.

Vetp. 1179. [123?.])
3
Diogenes generally introduces them with some such expression as this : riiv

5
'

qtSo/drur avrov (id\urra fi-Sonlfiiifftv mtro.
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tragedians.
1 Nevertheless they appear, in substance, to be as

early as the age to which they are assigned, as their tone has

a great resemblance to that of the scolia in the ^Eolic manner.

For example, one of the latter contains these thoughts :

' Would
that we could open the heart of every man, and ascertain his

true character ; then close it again, and live with him sincerely

as a friend / the scolion, in Doric rhythms, ascribed to Chilon,

has a similar tone :

' Gold is rubbed on the touchstone, and

thus tried
;
but the minds of men are tried by gold, whether

they are good or bad/ Hence it is probable that these scolia

were framed at Athens, in the time of the tragedians, from

traditional sayings of the ancient philosophers.

17. Although scolia were mostly composed of moral maxims

or of short invocations to the gods, or panegyrics upon heroes,

there exist two, of greater length and interest, the authors of

Avhich are not otherwise known as poets. The one beginning,
*

My great wealth is my spear and sword/ and written by

Hybrias, a Cretan, in the Doric measure, expresses all the pride

of the dominant Dorian, whose right rested upon his arms ; in-

asmuch as through them he maintained his sway over bondmen,
who were forced to plough and gather in the harvest, and press

out the grapes for him.2 The other beginning,
' In the myrtle-

bough will I bear my sword/ is the work of an Athenian,

named Callistratus, and was written probably not long after the

Persian war, as it was a favourite song in the time of Aristo-

phanes. It celebrates the liberators of the Athenian people,

1
They are all in Doric rhythms (which consist of dactylic members and trochaic

dipodies), but with an ithyphallic (_ <__ _ _ _) at the close. This composite

kind of rhythm never occurs in Pindar, occurs only once in Simonides, but occurs

regularly in the Doric choruses of Euripides. The following scolion of Solon may
serve as an example :

Hf<pv\ay(j.fros AvSpa l/ca<rro' Spa,

MT; Kpwirrbv tyxs fyw KpaSir/ </>cu5p<p irpofffw^Trri iryxxrwrry,

r\w<7<ra 5e" 01 SixfavOos 3* /J.e\ai-

vas tppevbs yeyuvfj.

Also the following one of Pittacus :

*EXOJTO Set r6 a ical io$6icov (pap^rpijv ffrtlxeiv irori QUITO. Kaicbv.

dp ovSfr y\w<r<ra Sia. <rr6/j,a.Tos XaXet,

In that of Thales (Diog. Laert. I. i. 35), the ithyphallic is before the last verse.

2 See Miiller's Dorians, B. III. ch. 4. i.
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Harmodius and Aristogiton, for having, at the festival of Athene,

slain the tyrant Hipparchus, and restored equal rights to the

Athenians
; for this they lived for ever in the islands of the

blest, in community with the most exalted heroes, and on earth

their fame was immortal. 1 This patriotic scolioii does not in-

deed rest on an historical foundation ; for it is known from

Herodotus and Thucydides, that, though Hipparchus, the

younger brother of the tyrant, was slain by Harmodius and

Aristogiton, this act only served to make the government
of Hippias, the elder brother, more cruel and suspicious ; and

it was Cleomenes the Spartan, who, three years later, really

drove the Pisistratids from Athens. But the patriotic delusion

in which the scolion was composed was universal at Athens.

Even before the Persian war, statues of Harmodius and Aristo-

giton had been erected, as of heroes
;
which statues, when

carried away by Xerxes, were afterwards replaced by others.

Supposing the mind of the Athenian poet possessed with this

belief, we cannot but sympathize in the enthusiasm with which

he celebrates his national heroes, and desires to imitate their

costume at the Panathenaic festival, when they concealed their

swords in boughs of myrtle. The simplicity of the thoughts,
and the frequent repetition of the same burden,

f for they slew

the tyrant/ is quite in conformity with the frank and open tone

of the scolion : and we may perhaps conjecture that this poem
was a real impromptu, the product of a rapid and transient in-

spiration of its author.

1
These, and most of the other scolia, are in Athenaeus, XV. p. 694. sq.
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CHAPTER XIV.

CHORAL LYRIC POETRY.

i. Connexion of lyric poetry with choral songs : gradual rise of regular forms

from this connexion. First stage. i. Alcman
; his origin and date; mode

of recitation and form of his choral songs. 3. Their poetical character. 4.

Stesichorus
; hereditary transmission of his poetical taste

; his reformation of

the chorus. 5. Subjects and character of his poetry. 6. Erotic and bucolic

poetry of Stesichorus. 7. Arion. The dithyramb raised to a regular choral

song. Second stage. 8. Life of Ibycus; his imitation of Stesichorus. 9.

Erotic tendency of his poetry. 10. Life of Simonides. u. Variety and

ingenuity of his poetical powers. Comparison of his Epinikia with those of

Pindar. 12. Characteristics of his style. 13. Lyric poetry of Bacchylides
imitated from that of Simonides. 14. Parties among the lyric poets ; rivalry

of Lasus, Timocreon, and Pindar with Simonides.

i. rPHE characteristic features of the Doric lyric poetry
J- have been already described, for the purpose of dis-

tinguishing it from the Molic. These were; recitation by
choruses, the artificial structure of long strophes, the Doric

dialect, and its reference to public affairs, especially to the

celebration of divine worship. The origin of this kind of lyric

poetry can be traced to the earliest times of Greece : for (as has

been already shown) choruses were generally used in Greece

before the time of Homer ; although the dancers in the ancient

choruses did not also sing, and therefore an exact correspondence
of all their motions with the words of the song was not requi-

site. At that period, however, the joint singing of several

persons was practised, who either sat, stood, or moved onwards ;

as in pseans and hymenaeals; sometimes the mimic movements

of the dancer were explained by the singing, which was executed

by other persons, as in the hyporchemes. And thus nearly

every variety of the choral poetry, which was afterwards so

elaborately and so brilliantly developed, existed, even at that

remote period, though in a rude and unfinished state. The
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production of those polished forms in which the style of singing

and the movements of the dance were brought into perfect

harmony, coincides with the last advance in musical art; the

improvements in which, made by Terpander, Olympus, and

Thaletas, have formed the subject of a particular notice.

Thaletas is remarkable for having cultivated the art of

dancing as much as that of music ;
while his rhythms seem to

have been nearly as various as those afterwards employed in

choral poetry. The union of song and dance, which was trans-

ferred from the lyric to the dramatic choruses,
1 must also have

been introduced at that time; since the complicated structure

of the strophes and antistrophes is founded, not on singing

alone, but on the union of that art with dancing. In the first

century subsequent to the epoch of these musicians, choral

poetry does not, however, appear in its full perfection and indi-

viduality ;
but approaches either to the Lesbian lyric poetry, or

to the epos; thus the line which separated these two kinds

(between which the choral songs occupy a middle place) gra-

dually became more distinct. Among the lyric poets whom
the Alexandrians placed in their canon, Alcman and Stesichorus

belong to this period of progress ; while finished lyric poetry is

represented by Ibycus, Simonides with his disciple Bacchylides,
and Pindar.

We shall now proceed to take a view of these poets sepa-

rately ; classing among the former the dithyrambic poet Ariou,

and among the latter Pindar's instructor Lasus, and a few others

who have sufficient individuality of character to distinguish them
from the crowd.

We must first, however, notice the erroneous opinion that

choral poetry existed among the Greeks in the works of these

great poets only ; they are, on the contrary, to be regarded

merely as the eminent points arising out of a widely extended

mass : as the most perfect representatives of that poetical fer-

vour which, at the religious festivals, inspired all classes. Choral

dances were so frequent among the Greeks at this period,

1 TTdXcu nlvyiip ol airrol xal jjSov xal upxovvro, says Lucian, de Saltat. 30, com-

paring the modern pantomimic style of dancing with the ancient lyric and dramatic

style.
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among the Dorians in particular, and were performed by the

whole people, especially in Crete and Sparta, with such ardour

and enthusiasm, that the demand for songs to be sung as an

accompaniment to them must have been very great. It is true

that, in many places, even at the great festivals, people con-

tented themselves with the old traditionary songs, consisting of

a few simple verses in which the principal thoughts and funda-

mental tone of feeling were rather touched than worked out.

Thus, at the festival of Dionysus, the women of Elis sang,

instead of an elaborate dithyramb, the simple ditty, full of an-

tique symbolic language :

'

Come, hero Dionysus, to thy holy
sea- ternpie, accompanied by the Graces, and rushing on, oxen-

hoofed ; holy ox ! holy ox !

' l

At Olympia too, long before the existence of Pindar's skil-

fully composed Epinikia, the little song ascribed to Archilochus2

was sung in honour of the victors at the games. This consisted

of two iambic verses :

'

Hail, Hercules, victorious prince, all hail !

Thyself and lolaus, warriors bold/

with the burden ( Tenella ! victorious !' to which a third verse,

in praise of the victor of the moment, was probably added ex-

tempore. So also the three Spartan choruses, composed of old

men, adults, and boys, sang at the festivals the three iambic

trimeters :

' Once we were young, and strong as other youths.

We are so still ;
if you list, try our strength.

We shall be stronger far than all of you/
3

But from the time that the Greeks had learned the charm of

perfect lyric poetry, in which not merely a single chord of

feeling was struck by the passing hand of the bard, but an

entire melody of thoughts and sentiments was executed, their

choruses did not persist in the mere repetition of verses like

these; songs were universally demanded, distinguished for a

more artificial metre, and for an ingenious combination of ideas.

Hence every considerable town, particularly in the Doric Pelo-

1
Plutarch, Qucest. Grcec. 36.

a See above, p. 184, note 2.

3
Plutarch, Lycurg. 11. These triple choruses are called rpi\6pia in Pollux, IV.

107, where the establishment of them is attributed to Tyrtseus.
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ponnesus, had its poet who devoted his vrhole life to the training

and execution of choruses in short to the business, so im-

portant to the whole history of Greek poetry, of the Chorodi-

dascalus. How many such choral poets there were, whose fame

did not extend beyond their native place, may be gathered from

the fact that Pindar, while celebrating a pugilist of JEgina, in-

cidentally mentions two lyric poets of the same family, the

Theandrids, Timocritus and Euphanes. Sparta also possessed

seven lyric poets besides Alcman, in these early times. 1 There

too, as in other Doric states, women, even in the time of Alc-

man, contributed to the cultivation of poetry ; as, for example,
the maiden whom Alcman himself celebrates in these words,

2

' This gift of the sweet Muses hath the fair-haired Megalostrata,

favoured among virgins, displayed among us.' From this we
see how widely diffused, and how deeply rooted, were the feeling

and the talent for such poetical productions in Sparta ; and that

Alcman, with his beautiful choral songs, introduced nothing
new into that country, and only employed, combined, and per-

fected elements already existing. But neither Alcman, nor the

somewhat earlier Terpander, were the first who awakened this

spirit among the Spartans. Even the latter found the love for

arts of this description already in existence, where, according
to an extant verse of his,

' The spear of the young men, and

the clear-sounding muse, and justice in the wide market-place,
flourish.'

2. According to a well-known and sufficiently accredited

account, ALCMAN was a Lydian of Sardis, who grew up as a

slave in the house of Agesidas, a Spartan ;
but was emancipated,

and obtained rights of citizenship, though of a subordinate kind.3

A learned poet of the Alexandrian age, Alexander the ^Etolian,

says of Alcman, (or rather makes him say of himself,)
'

Sardis,

ancient home of my fathers, had I been reared within thy walls,

1 Their names are Spendon, Dionysodotus, Xenodamus (see chap. XII. 1 1),

Gitiadas, Areius, Eurytus, and Zarvx.
1
Fragm. 27. ed. Welcker.

*
According to Suidas he was diri Mecr6a;, aud Mesoa was one of the phylse of

Sparta, which were founded on divisions of the city. Perhaps, however, this state-

ment only means that Alcman dwelt in Mesoa, where the family of hU former

master and subsequent patron may have resided.
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I were now a cymbal-bearer,
1

or a eunuch-dancer in the service

of the Great Mother, decked with gold, and whirling the beau-

ful tambourine in my hands. But now I am called Alcman,
and belong to Sparta, the city rich in sacred tripods ; and I

have become acquainted with the Heliconian Muses, who have

made me greater than the despots Daskyles and Gyges.' Alcman

however, in his own poems, does not speak so contemptuously
of the home of his forefathers, but puts into the mouth of a

chorus of virgins, words wherein he himself is celebrated as

being
' no man of rude unpolished manners, no Thessalian or

jiEtolian, but sprung from the lofty Sardis.'
2 This Lydian ex-

traction had doubtless an influence on Alcman's style and taste

in music. The date at which he lived is usually placed at so

remote a period as to render it unintelligble how lyric poetry
could have already attained to such variety as is to be found

in his works. It may indeed be true that he lived in the reign

of the Lydian king Ardys ;
but it does not thence follow that

he lived at the beginning of it
;
on the contraiy, his childhood

was contemporary with the close of that reign. (Ol. 37. 4. B.C.
'

629.) Alcman, in one of his poems, mentioned the musi-

cian Polyrnnastus, who, in his turn composed a poem to Thale-

tas.
3

According to this, he must have flourished about Ol. 42.

(B.C. 612), which is the date assigned to him by ancient chrono-

logists. His mention of the island Pityusse
4 near the Balearic

islands, points to this age ; since, according to Herodotus, the

western parts of the Mediterranean were first known to the

Greeks by the voyages of the Phocseans, from the 35th Olym-

piad downwards; and then became a subject of geographical

knowledge, not, as heretofore, of fabulous legends. Alcman

had thus before him music in that maturity which it had at-

tained, not only by the labours of Terpander, but also by those

of Thaletas ; he lived at a time when the Spartans, after the

termination of the Messenian wars, had full leisure to devote

themselves to the arts and pleasures of life ; for their ambition

1
Kepi'as is equivalent to Kpvo<j)6pos, the bearer of the dish, K^POJ, used in the

worship of Cybele. See the epigram in Anthol. Pal, VII. 709.
1
Fragra. n. ed. Welcker, according to Welcker's explanation.

3 See ch. XII. 9.
4

Steph. Byz. in IlirvoSffai.

VOL. I. s
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was not as yet directed to distinguishing themselves from the

other Greeks by rude unpolished manners. Alcman devoted

himself entirely to the cultivation of art ;
and we find in him

one of the earliest examples of a poet who consciously and

purposely strove to embellish his works with new artistical

forms. In the ode which is regarded by the ancients as the

first, he says,
'

Come, Muse, clear-voiced Muse, sing to the

maidens a melodious song in a new fashion;'
1 and he elsewhere

frequently mentions the originality and the ingenuity of his

poetical forms. He ought always to be imagined as at the

head of a chorus, by means of which, and together with which,

he seeks to please.
1

Arise, Muse/ exclaims he,
'

Calliope, daughter of Jove,

sing us pleasant songs, give charm to the hymn, and grace to

the chorus/ 2 And again,
'

May my chorus please the house of

Zeus, and thee, oh lord !'
3 Alcman is regarded by some as

the true inventor of choral poetry, although others assign this

reputation to his predecessor Terpander, or to his successor

Stesichorus. He composed more especially for choruses of

virgins, as several of the fragments quoted above show ; as well

as the title of a considerable portion of his songs, Parthenia.

The word Parthenia is, indeed, not always employed in the same

sense ; but in its proper technical signification it denotes choral

songs sung by virgins, not erotic poems addressed to them. On
the contrary, the music and the rhythm of these songs are of a

solemn and lofty character ; many of those of Alcman and the

succeeding lyric poets were in the Doric harmony. The sub-

jects were very various : according to Proclus, gods and men
were celebrated in them, and the passage of Alcman, in which

the virgins, with Homeric simplicity, exclaim,
' Oh father Zeus,

were he but my husband P 4 was doubtless in a Parthenion. If

we inquire more minutely into the relation of the poet to his

1 This is the meaning of fragm. i, which probably ought to be written and dis-

tributed (with a slight alteration) as follows :

Miicr' Aye, Micra Xcycua, i

N(oxjd>r &pxe *a-p9(voit

The first verse is logacedic, the second iambic.

Fragm. 4.
*
Fragm. 68.

4 SchoL Horn. Od. VI. 244.
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chorus, we shall not find, at least not invariably, that it as yet

possessed that character to which Pindar strictly adhered. The
chorus was not the mere organ of the poet, and all the thoughts
and feelings to which it gave utterance, those of the poet.

1 In

Alcman, the virgins more frequently speak in their own per-

sons; and many Parthenia contain a dialogue between the

chorus and the poet, who was at the same time the instructor

and the leader of the chorus. "We find sometimes addresses of

the chorus of virgins to the poet, such as has just been men-

tioned ;
sometimes of the poet to the virgins associated with

him ; as in that beautiful fragment in hexameters,
' No more,

ye honey-voiced, holy-singing virgins, no more do my limbs suf-

fice to bear me ; oh that I were a Cerylus, which with the

halcyons skims the foam of the waves with fearless heart, the

sea-blue bird of spring.'
2

But, doubtless, Alcman composed and directed other choruses,

since the Parthenia were only a part of his poetical works, be-

sides which Hymns to the Gods, Paeans, Prosodia,
3

Hymeneals,
and love-songs, are attributed to him. These poems were

generally recited or represented by choruses of youths. The

love-songs were probably sung by a single performer to the

cithara. The clepsiambic poems, consisting partly of singing,

partly of common discourse, and for which a peculiar instru-

ment, bearing the same name, was used, also occurred among
the works of Alcman, who appears to have borrowed them, as

well as many other things, from Archilochus.4 Alcman blends

the sentiments and the style of Archilochus, Terpander, and

Thaletas, and, perhaps, even those of the ^olian lyric poets:

hence his works exhibit a great variety of metre, of dialect, and

of general poetical tone. Stately hexameters are followed by
the iambic and trochaic verse of Archilochus, by the ionics and

cretics of Olympus and Thaletas, and by various sorts of

1 There are only a few passages in Pindar, in which it has been thought that

there was a separation of the persons of the chorus and the poet viz. Pyth. V. 68.

(96.) IX. 98. (174.) Nem. I. 19. (29.) VII. 85. (125.); and these have, by an

accurate interpretation, been reduced to the above-mentioned rule,

*
Fragm. 12. See Muller's Dorians, b. IV. ch. VII. n.

3
Upocr65ia, songs to be sung during a procession to a temple, before the sacrifice.

4
Above, p. 185, note 3, with Aristoxenus ap. Hesych. in v.

S 2
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logaoedic rhythms. His strophes consisted partly of verses of

different kinds, partly of repetitions of the same, as in the ode

which opened with the invocation to Calliope above mentioned. 1

The connexion of two corresponding strophes with a third of a

different kind, called an epode, did not occur in Alcman. He
made strophes of the same measure succeed each other in an

indefinite number, like the JEolic lyric poets : there were, how-

ever, odes of his, consisting of fourteen strophes, with an altera-

tion (/tira/3oA)'/)
in the metre after the seventh f which was of

course accompanied with a marked change in the ideas and in

the whole tone of the poem.
It ought also to be mentioned that the Laconic metre, a

kind of anapaestic verse, used as a march
(eftfitrfipiov},

which

the Spartan troops sang as they advanced to attack the enemy,
is attributed to Alcman ;

3 whence it may be conjectured that

Alcman imitated Tyrtaeus, and composed war-songs similar to

his, consisting not of strophes, but of a repetition of the same

sort of verse. The authority for such a supposition is, however

slight. There is not a trace extant of any marches composed <

by Alcman, nor is there any similarity between their form and

character and any of his poetry with which we are acquainted.
It is true that Alcman frequently employed the anapaestic

metre, but not in the same way as Tyrtaeus,
4 and never uncon- i

nected with other rhythms. Thus Tyrtaeus, who was Alcman's
|

predecessor by one generation, and whom we have already de- i

scribed as an elegiac poet, appears to have been the only notable ;

composer of Embateria. These were sung to the flute in the

Castorean measure by the whole army ; and, as is proved by a

few extant verses, contained simple, but vigorous and manly
exhortations to bravery. The measure in which they were

written was also called the Messenian, because the second Mes-

1 Mw<r' Ayt, KoXMoTo, Otiyarrp Afos. Dactylic tetrameters of this kind were

combined into strophes, without hiatus and syllaba anceps, that is, after the manner
of systems.

1
Hephtest. p. 134. ed. Gaisford.

3 The metrical scholia to Eurip. Hec. 59.
4
According to the Latin metrical writers, Servius and Marius Victorinus, the

dimeter hypercatalectos, the trimeter catalecticus, and the tetrameter brachycata-
lectos were called A Icmanica metra. The embateria were partly in the dimeter

catalecticus, partly in the tetrameter catalecticus.
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senian war had given occasion to the composition of war-songs
of peculiar force and fervour.

3. Alcman is generally regarded as the poet who success-

fully overcame the difficulties presented by the rough and in-

tractable dialect of Sparta, and invested it with a certain grace.

And, doubtless, independent of their general Doric form, many
Spartan idioms are found in his poems,

1

though by no means

all the peculiarities of that dialect.
2 Alcman's language, there-

fore, agrees with the other poetical dialects of Greece, in not

representing a popular dialect in its genuine state, but in

elevating and refining it by an admixture with the language of

epic poetry, which may be regarded as the mother and nurse of

every variety of poetry among the Greeks.

We may also observe that this tinge of popular Laconian

idioms is by no means equally strong in all the varieties of

Alcman's poetry ; they are most abundant in certain fragments
of a hearty, simple character,

3
in which Alcman depicts his own

way of life, his eating and drinking, of which, without being

absolutely a glutton, he was a great lover/

But even here we may trace the admixture with the ^Eolic

character/ which ancient grammarians attribute to Alcman. It

is explained by the fact that Peloponnesus was indebted for the

first perfect specimen of lyric poetry to an ^Eolian of Lesbos,

Terpander. In other fragments the dialect approximates more

nearly to the epic, and has retained only a faint tinge of

Dorism ; especially in all the poems in hexameters, and, indeed,

wherever the poetry assumes a dignified, majestic character.
6

Alcman is one of the poets whose image is most effaced by

1 As ff for 9 (<rd\\ev for 6d\\ev, &c.), the rough termination ps in ftdxaps,

Jlepirjps.
2 For example, not Mwo, TifiMeop, &KKOP (for Hfficos), &c.
3
Fragm. 24. 28.

4 6 ird/j.if>ayos 'A.\Kfj.dv.

5
Especially in the sound 012 for an original ONZ, as in tpepoiaa. It appears,

however, that the pure Doric form Mwcra ought to be introduced everywhere for

'Mora. In the third person plural, Alcman probably had, like Pindar, either

aiWoiri (fr. 73), or evSoiffiv. The <r$ in rpdirfffSa, KiOapiffdev, is also ^Eolic
;
the

pure Doric form was KidapiSSev, &c.
6 As in the beautiful fragment, No. 10, in Welcker's collection, which contains

a description of the repose of night.
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time, and of whom we can the least hope to obtain any accu-

rate knowledge. The admiration awarded to him by antiquity

is scarcely justified by the extant remains of his poetry ; but,

doubtless, this is because they are extremely short, or are cited

only in illustration of trifles. A true and lively conception of

nature pervades the whole, elevated by that power of quickening
the inanimate which descended from remote antiquity : thus, for

instance, the poet calls the dew, Hersa, a daughter of Zeus and

Selene, of the God of the Heavens and the Moon. 1

He is also remarkable for simple and cheerful views of

human life, connected with an intense enthusiasm for the

beautiful in whatsoever age or sex, especially for the grace of

virgins, the objects of Alcman's most ardent homage. The

only evidence that his erotic poetry is somewhat voluptuous
2

is

to be found in the innocence and simplicity with which, in the

true Spartan fashion, he regai'ded the relation between the

sexes. A corrupt, refined sensuality neither belongs to the

age in which he lived, nor to the character of his poetry ; and

although, perhaps, he is chiefly conversant with sensual exis-

tence, yet indications are not wanting of a quick and profound

conception of the spiritual.
3

4. The second great choral poet, STESICHORUS, has so little

in common with Alcman, that he can in no respect be regarded
as successor to the Laconian poet, in his endeavours to bring
that branch of poetry to perfection. We must consider him as

starting from the same point, but led by the originality of his

genius into a totally different path. Stesichorus is of rather

a later date than Alcmau. He was born, indeed, just at the

period when the first steps towards the development of lyric

poetry were made by Terpauder (Olympiad 33. 4. 643 B.C. ; ac-

cording to others, Olympiad 37. B.C. 632), but his life was pro-
tracted above eighty years (to Olympiad 55. i. 560 B.C. ; accord-

ing to others 56. B.C. 556) ;
so that he might be a contemporary

of the Agrigentine tyrant Phalaris, against whose ambitious

1 Fr. 47-
*

tMXtKrro*, Archytas (6 dp/iow/c6i) in Athen. XIII. p. 600. F.
3 Alcman called the memory, the Awi)A"7, by the name <f>pa<riSopicoi>,

' that which

sees in the mind :' as should be written in Etym. Gud. p. 395. 52. for <pacri. 56/>KO?.

i IB a well-known Doric form for <f>pri.
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projects he is said by Aristotle to have warned his fellow-citizens

in an ingenious fable.
1

According to common tradition, Stesi-

chorus was a native of Himera, a city containing a mixed popu-

lation, half Ionic, half Doric, the Himeraeans having come

partly from the Chalcidian colony Zancle, partly from Syracuse.
But at the time Stesichorus was born, Himera was but just

founded, and his family could have been settled there but a few

years. His ancestors, however, were neither Zanclseans nor

Syracusans, but dwelt at Mataurus, or Metaurus, a city on the

south of Italy, founded by the Locrians.2 This circumstance

throws a very welcome light on the otherwise strange tradition,

which Aristotle
3

thought worthy of recording, that Stesichorus

was a son of Hesiod, by a virgin named Ctimene, of CEneon, a

place in the country of the Ozoliau Locrians. If we abstract

from this what belongs to the ancient mode of expression, which

generally clothes in the simplest forms all relationships of blood,

the following will result from the first mentioned facts. There

was, as we saw above,
4 a line of epic bards in the style

of Hesiod, who inhabited OEneon, and the neighbouring Nau-

pactus, in the country of the Locrians. A family in which a

similar practice of the poetical art was hereditary came through
the colony of Locri in Italy, in which the Ozolian Locrians

took peculiar interest, to these parts, and settled in Mataurus.

From this family sprang Stesichorus.

Stesichorus lived at a time when the serene tone of the

epos and an exclusive devotion to a mythical subject no longer

sufficed; the predomirant tendency of the Greek mind was

towards lyric poetry. He himself was powerfully affected by
this taste, and consecrattd his life to the transplantation of all

the rich materials, and the mighty and imposing shapes, which

had hitherto been the extlusive property of the epos, to the

choral poem. His special business was the training and direc-

tion of choruses, and he asmmed the name of Stesichorus, or

leader of choruses, his origiml name being Tisias. This occu-

pation must have remained hereditary in his family in Himera ;

1
Above, ch. XI. 14.

2
Steph. Byz. in ~M.dra.vpos, SrTjtr/xopis, MaravpTvos ytvos. See Klein, Frag-

menta Stesichori, p. 9.
3 In Proclus and Tzetzes, Prolog, to Hedod. * Ch. VIII. 4.
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a younger Stesichorus of Himera came, iu Olympiad 73. i.

B.C. 485, to Greece as a poet;
1 a third Stesichorus of Himera

was victor at Athens, doubtless as chorus-leader, in Olympiad
102. 3. B.C. 37O.

2 The eldest of them, Stesichorus Tisias,

made a great change in the artistical form of the chorus. He
it was who first broke the monotonous alternation of the strophe

and antistrophe through a whole poem, by the introduction of

the epode, differing in measure, and by this means made the

chorus stand still.
3

During the strophe, the chorus moved in a

certain evolution, which again during the antistrophe vas made

back to its original station, where it remained while the epode
was sung. The chorus of Stesichorus seems to have consisted

of a combination of several rows or members of eiglt dancers ;

the number eight appears indeed from various traditions to have

been, as it were, consecrated by him.4 The musical accom-

paniment was the cithara. The strophes of Stes:'chorus were

of great extent, and composed of different verses, like those of

Pindar, though of a simpler character. In man^ poems they
consisted of dactylic series, which were sometimes broken

shorter, sometimes extended longer, as it were variations of the

hexameter. With these Stesichorus combined trochaic dipodies,
5

by which the gravity of the dactyls was somewhat tempered ;

the metres used by Pindar, and generally .'or all odes in the

Dorian style of music, thus arose. Although Stesichorus also

mainly employed this grave and solemn liarmony, yet he him-

self mentions on one occasion the use of che Phrygian, which is

characterized by a deeper pathos, and a aiore passionate expres-

sion.
6

It appears from this fragment that the poet chose, as

1 Marm. Par. ep. 50.
* Ibic. ep. 73.

8 See several grammarians and compilers in rpio. 2Ti7<rtx<V u
>
or

4 Several grammarians at the explanation ol vdrra drrw.

61 - _~. Several verses of greater o* less length, formed of dipodies of

this kind, are called by the grammarians Stesichorean verses.

6
Fragm. n. Mus. Crit. Cantab. Fasc. /I. Fragm. 39. ed. Klein:

roidSe X/MJ JLaplrtfv 8a-

fj.ufta.ra Ka\\iK6ff>" vfi-

/

'Aftffh

Stesichorus, also, according to Plutarcl, used the apuano* i6yuoj, which had been

set by Olympus in the Phrygian apuoua.; above, ch. XII. 7.
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its metrical form, dactylic systems (i. e. combinations of similar

series without any close or break), to which ponderous trochees

were attached.
1

Elsewhere, Stesichorus used also anapaests and

choriambics, which correspond in their character to the dactylic

verses just mentioned. Occasionally, however, he used the

lighter and rather pleasing than solemn logaoedic measure.

5. As the metres of Stesichorus approach much more

nearly to the epos than those of A1cman, as his dialect also is

founded on the epic, to which he gave a different tone only

by the most frequent and most current Dorisms, so also with

regard to the matter and contents of his poems, Stesiqhorus

makes, of all lyric poets, the nearest approach to the epic.
'

Stesichorus/ says Quintilian elegantly,
'
sustained the weight

of epic poetry with the lyre/ We know the epic subjects

which he treated in this manner ; they have a great resem-

blance to the subjects of the shorter epic poems of the He-

siodean school, of which we have spoken above. Many of

them were borrowed from the great mythic cycle of Hercules

(whom he, like Pisander, invariably represented with the lion's

skin, club, and bow) ;
such as his expedition against the triple

giant of the west, Geryon (Yripvoviq) ; Scylla (2/cuXXa), whom,
in the same expedition, Hercules subdued; the combat with

Cycnus (Kv/cvog)* the son of Ares, and the dragging of Cerberus

(Kt'/o/Sepoe) from the infernal regions. Others related to the

mythic cycle of Troy ; such as the destruction of Ilium ('IXi'ou

TTtpaiq), the returns of the heroes (Nooroi), and the story of

Orestes ('O/oeffraa). Other mythical subjects were, the prizes

which Acastus, King of lolcus, distributed at the funeral games
of his father Pelias

(k-rrl HfXia a6\a] ; Eriphyle, who seduced

her husband Amphiaraus to join in the expedition against

Thebes (Epi(j>v\a) ; the hunters of the Calydonian boar

(avoQr\pai, according to the most probable interpretation) ;

lastly, a poem called Europeia (a title also borne by the epos

of Eumelus), which, from the little we know of it, seems to

have treated of the traditional stories of Cadmus, with which

that of Europa was interwoven.

A question here arises, how these epic subjects could be

treated in a lyric form. It is manifest that these poems could

a Ch. VIII. (p. 131-2.)
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not have had the perfect repose, the vivid and diffuse descrip-

tions, in short all the characteristics of the epos. To connect

with these qualities the accompaniment of many voices and

instruments, a varied rhythmical structure, and choral dancing,

would have seemed to the Greeks, with their fine sense of har-

mony and congruity, a monstrous misunion. There must,

therefore, have been something which induced Stesichorus, or

his fellow-citizens, to take an interest in these heroes and their

exploits. Thus in Pindar all the mythological narratives have

reference to some recent event.
1 In Stesichorus, however, the

mythical subject must have been treated at greater length, and

have occupied nearly the entire poem ; otherwise the names of

these poems would not have been like those of epic compositions.

One of them, the Oresteia, was so long, that it was divided into

two books ;
and it contained so much mythical matter, that in

the Iliac table, a well known ancient bas-relief, the destruction

of Troy is represented in a number of scenes from this poem.
The most probable supposition, therefore, is that these poems
were intended to be represented at the mortuary sacrifices and

festivals, which were frequently celebrated in Magna Grsecia

to the Greek heroes, especially to those of the Trojan cycle.
5

The entire tone in which Stesichorus treated these mythic
narratives was also quite different from the epic. It is evident

from the fragments that he dwelt upon a few brilliant adven-

tures, in which the force and the glory of the heroes was, as it

were, concentrated; and that he gave the reins to his fancy.

Thus, in an extant fragment, Hercules is described as returning
to the god of the sun (Helios), on the goblet on which he had

swum to the island of Geryoneus;
'

Helios, the Hyperionid,

stepped into the golden goblet, in order to go, over the ocean,

to the sacred depths of the dark night to his mother, and wife,

and dear children
'
while the son of Zeus (Hercules) entered

into the laurel grove." In another, the dream of Clytaemnestra,
in the night before she was killed, is described :

' A serpent

1
Below, ch. XV. i.

* Thus in Tarentum {vayiffftoi were offered to the Atrids, Tydids, Alcids, Laer-

tiads (Pseud-Aristot. Atirab. AUK. 114); in Metapontum to the N el ids (StraboVJ.

P. 263), 4c.
* Frgm. 3. (10. ed. Klein).
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seemed to approach her, its crest covered with blood ; but, of a

sudden, the king of Pleisthenes' race (Agamemnon) came out of

it.'
l In general, a lyric poet like Stesichorus was more inclined

than an epic poet to alter the current legend : since his object was

not so much mere narration, as the praise of individual heroes,

and the mythus was always introduced with a view to its ap-

plication. As a proof of this assertion, it is sufficient to refer

to the story, celebrated in antiquity, of Stesichorus having, in a

poem (probably the destruction of Troy), attributed all the suf-

ferings of the Trojan war to Helen ;

2 but the deified heroine

having, as it was supposed, deprived him of his sight, as a

punishment for this insult, he composed his famous Palinodia,

in which he said that the Helen who had been seen in Troy,
and for whom the Greeks and Trojans fought during so many
years, was a mere shadow ($a<r/ia, ei'SwAac) ; while the true

Helen had never embarked from Greece. Even this, however,
is not to be considered as pure invention ; there were in Laconia

popular legends of Helen's having appeared as a shade long
after her death,

3
like her brothers Castor and Pollux ; and it is

possible that Stesichorus may have met with some similar story.

Stesichorus simply conceived Helen to have remained in Greece;

he did not suppose her to have gone to Egypt.
4

The language of Stesichorus likewise accorded with the tone

of his poetry. Quintilian, and other ancient critics, state that

1

Fragm. inc. i. (43. Klein). This fragment too is in a lyric metre, and ought
not to be forced into an elegiac distich.

2 Hence in the Iliac table, Menelaus is represented as attempting to stab Helen

whom he has just recovered; while she flies for protection to the temple of

Aphrodite.
3 Herod. VI. 6 1.

4 Others supposed that Proteus, the marine demigod skilled in metamorphoses,
went to the island of Pharos, and there formed a false Helen with which he

deceived Paris
;
a version of the story which even the ancient Scholiasts have con-

founded with that of Stesichorus. As this Proteus was converted by the Egyptian

interpreters (e/jjUT/ms) into a king of Egypt, this king was said to have taken Helen

from Paris, and to have kept her for Menelaus. This was the story which Hero-

dotus heard in Egypt, II. 112. Euripides, in his Helen, gives quite a new turn

to the tale. In this play, the gods form a false Helen, whom Paris takes to Troy;

the true Helen is carried by Hermes to the Egyptian king Proteus. In this

manner, Proteus completely loses the character which he bears in the ancient

Greek mythus ;
but the events tend to situations which suited the pathetic tragedy

of Euripides.
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it corresponded with the dignity of the persons described by
him

; and that he might have stood next to Homer, if he had

restrained the copiousness of his diction. It is possible that, in

expressing this opinion, Quintilian did not sufficiently advert to

the distinction between the epic and lyric styles.

6. We have subjoined these remarks to the longer lyric

poems of Stesichorus, which were nearest to the epos, as it was

in these that the peculiar character of his poetry was most clearly

displayed. Stesichorus, however, also composed poems in praise

of the gods, especially paeans and hymns ; not in an epic, but in a

lyric form. There were also erotic poems of Stesichorus, differing

as much as his other productions from the amatory lyric poems
of the Lesbians. They consisted of love-stories ;

as the Calyce,

which described the pure but unhappy love of a maiden of that

name; and the Rhadina, which related the melancholy adven-

tures of a Samian brother and sister, whom a Corinthian tyrant

put to death out of love for the sister, and jealousy of the

brother.
1 These are the earliest instances in Greek literature

of love-stories forming the basis of romantic poetry ;
the stories

themselves probably having been derived from the tales with

which the inmates of the Greek gynsecea amused themselves,

These stories (which were afterwards collected by Partheuius,

Plutarch, and others) usually belonged, not to the purely

mythical period, but either to historical times, or to the tran-

sition period between fable and history. In this manner the

story involved the ordinary circumstances of life, while extraordi-

nary situations could be introduced, serving to show the fidelity

of the lovers. Of a similar character was the bucolic poem,
which Stesichorus first raised from a rude strain of merely
local interest, to a classical branch of Greek poetry. The first

bucolic poem is said to have been sung by Diomus, a cow-

herd in Sicily, a country abounding in cattle.
2 The hero of

this pastoral poetry was the shepherd Daphnis (celebrated in

Theocritus), who had been beloved by a nymph, and deprived

1
Compare Strab. VIII. p. 347. D. with Pausaii. VII. 5. 6. The chief autho-

rity for these love- atones is the long excursus in Athenseus on the popular songs of

the Greeks, XIV. p. 618. tqq.
1

]}ovKo\ia<rn6t, Epicharmus ap. A then. XIV. p. 619. The song of Eriphanis,

Ma/tpai dpi/ft, u fj.{ya.\a.i, appears to have been of native Sicilian origin.
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by her, out of jealousy, of his sight ;
and with whose laments

all nature sympathized. This legend was current in tne native

country of Stesichorus, near the river Himeras, where Daphnis
is said to have uttered his laments; and near Cephaloedium,
where a stone resembling a man's form was said to have once

been Daphnis. Himera was the only one among the ancient

Greek colonies in Sicily, which lay on the northern coast of the

island ;
it was entirely surrounded by the aboriginal inhabitants,

the Siculiaus; and it is therefore probable that the hero

Daphnis, and the original form of the pastoral song, belonged
to the Siculian peasantry.

1

From what precedes, it appears that the poetry of Stesi-

chorus was not employed in expressing his own feelings, or

describing the events of his own life, but that he preferred

the past to the present. This character seems to have been

common to all the poems of Stesichorus. Thus he did not,

like Sappho, compose Epithalamia having an immediate re-

ference to the present, but he took some of his materials

from mythology. The beautiful Epithalamium of Theocritus,
2

supposed to have been sung by the Laconian virgins before

the chamber of Menelaus and Helen, is, in part, imitated

from a poem of Stesichorus.

7. Thus much for the peculiarities of this choral poet,

not less remarkable in himself, than as a precursor of the

perfect lyric poetry of Pindar. Our information respecting

ARION is far less complete and satisfactory ; yet the little

that we know of him proves the wide extension of lyric

poetry in the time of Alcman and Stesichorus. Arion was

the contemporary of Stesichorus ; he is called the disciple of

Alcman, and (according to the testimony of Herodotus) nourished

during the reign of Periander at Corinth, between Olymp.

38. i. and 48. 4. (628 and 585 B. c.), probably nearer the

end than the beginning of this period. He was a native of

1 It appears from ^lian V. H., X. 18. that the legend of Daphnis was given in

Stesichorus, not as it is expanded in Theocrit. Id. I., but as it is touched upon in Id.

VII. 73. The pastoral legend of the Goatherd Comatas, who was inclosed in a box

by the king's command, and fed by a swarm of bees, sent by the Muses (Theocrit.

VII. 78. sq.) has all the appearance of a story embellished by Stesichorus.

3 Id. XVIII.
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Methymna in Lesbos ;
a district in which the worship of

Bacchus, introduced by the Boeotians, was celebrated with orgias-

tic rites, and with music. Arion was chiefly known in Greece as

the perfecter of the dithyramb. The dithyramb, as a song of Bac-

chanalian festivals, is doubtless of great antiquity ;
its name

is too obscure to have arisen at a late period of the Greek

language, and probably originated in the earliest times of the

worship of Bacchus. 1
Its character was always, like that of

the worship to which it belonged, impassioned and enthusi-

astic; the extremes of feeling, rapturous pleasure, and wild

lamentation, were both expressed in it. Concerning the mode

of its representation we are but imperfectly informed. Archi-

lochus says, that 'he is able, when his mind is inflamed with wine,

to sing the dithyramb, the beautiful strain of Dionysus :'
2 from

which expressions it is probable that in the time of Archilochus,

one of a band of revellers sometimes sang the dithyramb, while

the others joined him with their voices. There is, however, no

trace of a choral performance of the dithyramb at this time.

Choruses had been already introduced in Greece, but in con-

nexion with the worship of Apollo, and they danced to the

cithara
(<f>6p/j.iyty,

the instrument used in this worship. In

the worship of Dionysus, on the other hand, an irregular band

of revellers, led by a flute-player, was the prominent feature
3

Arion, according to the concurrent testimonies of the historians

and grammarians of antiquity, was the first who practised a

chorus in the representation of a dithyramb, and therefore gave
a regular and dignified character to this song, which before

had probably consisted of irregular expressions of excited feeling,

and of inarticulate ejaculations. This improvement was made

at Corinth, the rich and flourishing city of Periander ; hence

Pindar in his eulogy of Corinth exclaims :

'

Whence, but from

Corinth, arose the pleasing festivals of Dionysus, with the

dithyramb, of which the prize is an ox ?" The choruses which

1 On the formation of SMpapfios, see p. 177, note 2.

8
'fit &iwvvffov &VCLKTOS Ka\

OlSa. Si0vpa.fi.poi' otvt? <rvyKepavifu6ds <pptv

ap. Athen. XIV. p. 6*8. See ch. IIL 5.
* Find. 01. XIII. 18. (25.), where the recent editors give a full and accurate ex-

planation of the matter.
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sang the dithyramb were circular choruses (KVK\IOI \opoi) ; so

called, because they danced in a circle round the altar on which

the sacrifice was burning. Accordingly, in the time of Aristo-

phanes, the expressions
'

dithyrambic poet/ and ' teacher of

cyclian choruses' (KuKAioStSao-KaAog), were nearly synonymous.
1

With regard to the subjects of the dithyrambs of Arion we know

nothing, except that he introduced the tragic style into them. 2

This proves that he had distinguished a choral song of a gloomy

character, which referred to the dangers and sufferings of

Dionysus, from the ordinary dithyramb of the joyous kind; as

will be shown in a subsequent chapter.
3 With regard to the

musical accompaniment of the dithyrambs of Arion, it may be

remarked, that the cithara was the principal instrument used

in it, and not the flute, as in the boisterous comus. Arion was

himself the first cithara-player of his time : and the exclusive

fame of the Lesbian musicians from Terpander downwards was

maintained by him. Arion also, according to the well known

fable/ played the orthian nome/ when he was compelled to

throw himself from a ship into the sea, and was miraculously
saved by a dolphin.

6 Arion is also stated, as well as Terpander,
to have composed prooemia, that is, hymns to the gods, which

served as an introduction to festivals. 7

1 Hence Arion is said to have been the son of Cycleus.
3

Tpayiicos rpdiros, Suidas in 'Aptuv. Concerning the satyrs whom Arion is said

to have used on this occasion, see below, chap. XXI.
3
Chap. XXI. The finest specimen of a dithyramb of the joyful kind is the frag-

ment of a dithyramb by Pindar, in Dion. Hal. de Comp. Verb. 11. This dithy-

ramb was intended for the great Dionysia (rot /j.eyd\a or TO, tiffrei Atopi/crta), which

are described in it as a great vernal festival, at the season ' when the chamber of

the Hours opens, and the nectarian plants feel the approach of the fragrant spring.
'

4 Herod. I. 23. This fable probably arose from a sacred offering in a temple at

Taanarum, which represented Taras sitting on a dolphin, as he appears on the coins

of Tarentum. Plutarch, Conv. Sept. Sap. c. 1 8. mentions the Pythian instead of

the orthian nome.
5 The orthian nome was mentioned above, chap. XII. 15, in connexion with

Polymnestus.
6 The nomos orthios was sung to the cithara (Herod. I. 24. Aristoph. JEq. 1279.

Ran. 1308, et Schol.), but also to the Phrygian flute (Lucian 4).
7 Suidas in v. The ode to Neptune which ^Elian, H. A., XII. 45, ascribes to

Arion, is copious in words, but poor in ideas, and is quite unworthy of such a poet

as Arion. It also presupposes the truth of the fable that Arion was saved by a

dolphin.
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8. In descending to the choral poets who lived nearer the

time of the Persian war, we meet with two poets of very

peculiar characters
;
the vehement Ibycus, and the tender and

refined Simonides.

IBYCUS was a native of Rhegium, the city near the southern-

most point of Italy, which was closely connected with Sicily,

the country of Stesichorus. Rhegium was peopled partly by
lonians from Chalcis, partly by Dorians from Peloponnesus;

the latter of whom were a superior class. The peculiar dialect

formed in Rhegium had some influence on the poems of Ibycus;

although these were in general written in an epic dialect with a

Doric tinge, like the poems of Stesichorus.
1

Ibycus was a

wandering poet, as is intimated in the story of his death having
been attested and revenged by cranes ;

but his travels were not,

like those of Stesichorus, confined to Sicily. He passed a part

of his time in Samos with Polycrates ;
whence the flourishing

period of Ibycus may be placed at Olymp. 63 (B.C. 528).
2 We

have already explained the style of poetry which was admired

at the court of Polycrates. Ibycus could not here compose
solemn hymns to the gods, but must accommodate his Doric

cithara, as he was best able, to the strains of Anacreon. Ac-

cordingly, it is probable that the poetry of Ibycus was first

turned mainly to erotic subjects during his residence in the

court of Polycrates ;
and that his glowing love-songs (especially

to beautiful youths), which formed his chief title to fame in

antiquity, were composed at this time.

But that the poetical style of Ibycus resembled that of Ste-

sichorus is proved by the fact that the ancient critics often

doubted to which of the two a particular idea or expression

belonged.
3

It may indeed be conjectured that this doubt

arose from the works of these two poets being united in the

1 A peculiarity of the Rheginian dialect in Stesichorus was the formation of the

third persona of barytone verbs mtjffi ; faprjffi, \ty-rjffi, &c.

Above, ch. XIII. 12.

8 Citations of Stesichorus or Ibycus, or (for the same expression) of Stesichorus

and Ibycus, occur in Athen. IV. p. 172 D., Schol. Ven. ad II. XXIV. 259. III.

114. Hesych. in ppvaXlrrcu, vol. I. p. 774. ed. Alb., Schol. Aristoph. Av. 1302,

Schol. Vratislav. ad Find. 01. IX. 128. (ol trepllfivKov Kal ZTijelxopov), Etynul.
Gud. in drtpirvot, p. 98. 31,
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same collection, like those of Hipponax and Ananius, or of Simo-
nides and Bacchylides ;

but their works would not have been so

united by the ancient editors if there had not been a close

affinity between them. The metres of Ibycus also resemble

those of Stesichorus, being in general dactylic series, connected

together into verses of different lengths, but sometimes so long,

that they are rather to be called systems than verses. Besides

these, Ibycus frequently uses logaoedic verses of a soft or

languid character : and in general his rhythms are less stately

and dignified, and more suited to the expression of passion, than

those of Stesichorus. Hence the effeminate poet Agathon is

represented by Aristophanes as appealing to Ibycus with Ana-

creon and Alcseus, who had made music more sweet, and worn

many-coloured fillets (in the oriental fashion), and had led the

wanton Ionic dance.
1

9. The subjects of the poems of Ibycus appear also to have

a strong affinity with those of the poems of Stesichorus. For

although no poems with such names as Cycnus or the Orestea

are attributed to Ibycus; yet so many peculiar accounts of

mythological stories, especially relating to the heroic period,

are cited from his poems, that it seems as if he too had written

long poems on the Trojan war, the expedition of the Argonauts,
and other similar subjects. That, like Stesichorus, he dwelt

upon the marvellous in the heroic mythology, is proved by a

fragment in which Hercules is introduced as saying :

' I also

slew the youths on white horses, the sons of Molione, the

twins with like heads and connected limbs, both born in the

silver egg/
2

The erotic poetry of Ibycus is however more celebrated. We
know that it consisted of odes to youths, and that these breathed

a fervour of passion far exceeding that expressed in any similar

productions of Greek literature. Doubtless the poet gave ut-

terance to his own feelings in these odes; as indeed appears
from the extant fragments. Nevertheless the length of the

strophes and the artificial structure of the verses prove that

these odes were performed by choruses. Birth-days or other

1 Thesm. 161.

3
Ap. Athen. p. 57 F. (Fr. 27. coll. Schneidewin).

VOL. 1. T
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family festivals, or distinctions in the gymnasia, may have

afforded the poet an opportunity of coming with a chorus into

the court-yard of the house, and offering his congratulations in

the most imposing and brilliant manner. The occasions of

these poetical congratulations were doubtless the same as those

which gave rise to the painted vases in Magna Grsecia, with

the inscription
' the boy is beautiful

'

(fcaXoc o Tratc), and scenes

from gymnastic exercises and social life. But that in the poems
of Ibycus, as well as of Pindar, the chorus was the organ of

the poet's thoughts and feelings, is sufficiently proved (as has

been already remarked) by the extant fragments. In a very

beautiful fragment, the versification of which expresses the

course of the feeling with peculiar art, Ibycus says :

l ' In the

spring the Cydonian apple-trees flourish, watered by rivulets

from the brooks in the untrodden garden of the virgins, and

the grapes which grow under the shady tendrils of the vine.

But Eros gives me peace at no season ;
like a Thracian tem-

pest, gleaming with lightning, he rushes from Cypris, and, full

of fury, he stirs up my heart from the bottom/ In some other

extant verses he says :

2 '

Again Eros looks at me from beneath

his black eyelashes with melting glances, and drives me with

blandishments of all kinds into the endless nets of Cypris. I

tremble at his attack ; as a harnessed steed which contends for

the prize in the sacred games, when he approaches old age,

unwillingly enters the race-course with the rapid chariot/

These amatory odes of Ibycus did not however consist merely
of descriptions of his passion, which could scarcely have afforded

sufficient materials for choral representation. He likewise

called in the assistance of mythology in order to elevate, by
a comparison with divine or heroic natures, the beauty of

the youth or his own passion. Thus in a poem of this kind,

addressed to Gorgias, Ibycus told the story of Ganymedes and

Tithonus, both Trojans and favourites of the gods ; who were

described as contemporary,
3 and were associated in the narrative.

1
Fragm. i. coll. Schneidewin. The end of the fragment is very difficult

;
the

translation is made from the following alteration of the text : dr^p-riffi icpa.Ta.iws

* Schol. Plat. Farm. p. 137. A. (Fragm. i. coll. Schneidewin).
1 After the Little Iliad, in which Ganymedes is the son of Laomedon : Schol.

Yat.ad Eurip. Troad. 811. Elsewhere Tithonus is his son.
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Ganymedes is carried off by Zeus in the form of an eagle, in

order to become his favourite and cup-bearer in Olympus ; and,

at the same time, Eros incites the rising Aurora to bear away
from Ida, Tithonus, a Trojan shepherd and prince.

1 The perpetual

youth of Ganymedes, the short manhood and the melancholy
old age of Tithonus, probably gave the poet occasion to compare
the different passions which they excited, and to represent that

of Zeus as the more noble, that of Aurora the less praise-

worthy.
10. Leaving Tbycus in the obscurity which envelopes all

the Greek lyric poets anterior to Pindar, we come to a brighter

point in SIMONIDES. This poet has been already described as

one of the greatest masters of the elegy and the epigram ; but

a full account of him has been reserved for this place.

Simonides was born at Julis in the island of Ceos, which was

inhabited by lonians; according to his own testimony,
2 about

Olymp. 56. i. B.C. 556. He lived, according to a precise

account, 89 years, and died in 78. i. B.C. 468. He belonged
to a family which sedulously cultivated the musical arts ;

his

grandfather on the paternal side had been a poet ;

3

Bacchylides,

the lyric poet, was his nephew : and Simonides the younger,
known by the name of ' the genealogist/ on account of a work

on genealogies (wspi yn>ea\oyiuv), was his grandson. He him-

self exercised the functions of a chorus-teacher in the town of

Carthsea in Ceos ;
and the house of the chorus (^opriyeiov) near

the temple of Apollo was his customary abode.
4 This occupa-

tion was to him, as to Stesichorus, the origin of his poetical

efforts. The small island of Ceos at this time contained many
things which were likely to give a good direction to a youthful

mind. The lively genius of the Ionic race was here restrained

by severe principles of moderation (autypoavvrj) ; the laws of

Ceos are celebrated for their excellence ;

5 and although Prodicus

1 This account of the poem of Stesichorus is taken from Schol. Apollon. Ehod.

III. 158. compared with Nonnus Dionys. XV. 278. ed. Graefe.
1 In the epigram in Planudes, Jacobs AntJiol. Palat. Append. Epigr.m']g. (203

Schneidewin).
3 Marm. Par. ep. 49. according to Boeckh's explanation, Corp. Inscrip. vol. II.

P- 3i9-
4 Chamseleon ap. Ath. X. p. 456. E.
5 Muller's ^Eginetica, p. 132, note u.

T 2
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of Ceos is named among the sophists attacked by Socrates, yet

he was considered as a man of probity, and the friend of

a beneficent philosophy. Simonides, also, appears throughout

his whole life to have been attached to philosophy ;
and his

poetical genius is characterized rather by versatility and purity

of taste than by fervid enthusiasm. Many ingenious apo-

phthegms and wise sayings are attributed to him, nearly re-

sembling those of the seven sages ; for example, the evasive

answer to the question, what is God? is attributed both to

Simonides and Thales : in the one anecdote the questioner is

Hiero, in the other Croesus. Simonides himself is sometimes

reckoned among the philosophers, and the sophists considered

him as a predecessor in their art. The ' moderation of Simo-

nides' became proverbial;
1 a modest consciousness of human

weakness, and a recognition of a superior power, are every-

where traceable in his poetry. It is likewise recorded that

Simonides used, and perfected, the contrivances which are

known by the name of the Mnemonic art.

It must be admitted, that, in depth and novelty of ideas,

and in the fervour of poetical feeling, Simonides was far infe-

rior to his contemporary Pindar. But the practical tendency
of his poetry, the worldly wisdom, guided by a noble disposition,

which appeared in it, and the delicacy with which he treated all

the relations of states and rulers, made him the friend of the most

powerful and distinguished men of his age. Scarcely any poet
of antiquity enjoyed so much consideration in his lifetime, or

exercised so much influence upon political events, as Simonides.

He was one of the poets entertained by Hipparchus the Pisis-

tratid (Olymp. 63. 2. 66. 3. B.C. 527 14.), and was highly
esteemed by him. He was much honoured by the families of

the Aleuads and Scopads, who at that time ruled in Thessaly, as

powerful and wealthy nobles, in their cities of Larissa and Crau-

non, and partly as kings of the entire country. These families at-

tempted, by their hospitality and liberality to the poets and wise

men whom they entertained, either to soften the rough nature of

the Thessalians, or, at least, to cover it with a varnish of civiliza-

1 'H ZifjLwviSov ffta^poffvvr]. Aristidea irtpi TOV irapa<f>6. III. 645 A. Canter. II.

p. 510. Dindorf. Simouidis reliquiae ed. Schneidewin, p. xxxiii.
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tion. That, however, they were not always equally liberal to Simo-

nides, appears from the anecdote that Scopas once refused to give
him more than half the promised reward, and referred him for the

other half to the Dioscuri, whom he had also praised in his

ode ; and that, in consequence, the Dioscuri saved Simonides

when the house fell upon the impious Scopas.
1 Simonides appears

to have passed much of the latter part of his life in Sicily,

chiefly with the tyrant of Syracuse. That he was in high honour

at this court is proved by the well attested story, that when, after

Gelo's death, a discord arose between the allied and closely con-

nected families of the tyrants of Syracuse and Agrigentum, Hiero

of Syracuse and Thero of Agrigentum, with their armies, were

standing opposite to each other on the river Gelas, and would

have decided their dispute with arms, if Simonides (who, like

Pindar, was the friend of both tyrants) had not restored peace
between them (Olymp. 76. i. B.C. 476). But the high reputa-
tion of Simonides among the Greeks is chiefly apparent in the

time of the Persian war. He was in friendly intercourse both

with Themistocles and the Spartan general Pausanias ; the Co-

rinthians sought to obtain his testimony to their exploits in the

Persian war
;

arid he, more than any other poet, partly at the

wish of others, and partly of his own accord, undertook the

celebration of the great deeds of that period. The poems
which he wrote for this purpose were for the most part epi-

grams; but some were lyric compositions, as the panegyric
of those who had fallen at Thermopylae, and the odes on the

sea-fights of Artemisium and Salamis. Others were elegiac,

as the elegy to those who fought at Marathon, already

mentioned.

ii. The versatility of mind and variety of knowledge,

which Simonides appears from these accounts to have possessed,

are connected with his facility of poetical composition. Simo-

nides was probably the most prolific lyric poet whom Greece

had seen, although all his productions did not descend to pos-

terity. He gained (according to the inscription of a votive

1 That the ancients themselves had difficulties in ascertaining the true version of

this story, appears from Quintilian, Inst. XI. i. 1 1
;

it is however certain that the

family of the Scopads at that time suffered some great misfortune which Simonides

lamented in a threne : Phavorin. ap. Stob. Serm. CV. 62.
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tablet, written by himself)
1

56 oxen and tripods in poetical con-

tests
; and yet prizes of this kind could only be gained at public

festivals, such as the festival of Bacchus at Athens. Simonides,

according to his own testimony, conquered at this latter festival

in Olymp. 75. 4. B.C. 476, with a cyclian chorus of 50 men.

The muse of Simonides was, however, far oftener in the pay
of private men ;

he was the first who sold his poems for money,

according to the frequent reproach of the ancients. Thus

Socrates in Plato 2

says that Simonides was often forced to

praise a tyrant or other powerful man, without being convinced

of the justice of his praises.

Among the poems which Simonides composed for public

festivals, were hymns and prayers (Karcvyal) to various gods,

paeans to Apollo, hyporchemes, dithyrambs, and parthenia. In

the hyporchemes Simonides seemed to have excelled himself;

so great a master was he of the art of painting, by apt rhythms
and words, the acts which he wished to describe ;

he says of

himself that he knows how to combine the plastic movements

of the feet with the voice.
3 His dithyrambs were not, accord-

ing to their original purpose, dedicated to Dionysus, but ad-

mitted subjects of the heroic mythology ;
thus a dithyramb of

Simonides bore the title of Memnon* This transfer to heroes,

of poems properly belonging to Dionysus will be considered

more fully in connexion with the subject of tragedy. More-

over the odes just mentioned, which celebrated those who fell

at Thermopylae and in the sea-fights against the Persians, were

doubtless intended to be performed at public festivals in honour

of victories.

Among the poems which Simonides composed for private

persons, the Epinikia and Threnes are worthy of especial notice.

At this period the Epinikia songs which were performed at a

feast in honour of a victor in public and sacred games, either

on the scene of the conflict, or at his return home first re-

ceived the polish of art from the hands of the choral poets.

At an earlier age, a few verses, like those of Archilochus,

had answered the same purpose. The Epinikia of Simonides

1 Antfu*. Palat. VI. 113. Protag. p. 346. B.
*

Plutarch, Sym,po$. IX. 15. .
* Strabo XV. p. 728. B.
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and Pindar are nearly contemporaneous with the erection of

statues in honour of victorious combatants, which first be-

came common about Olymp. 60, and, especially in the time

of the Persian war, employed the most eminent artists of the

schools of ^Egina and Sicyon. A general idea of the struc-

ture of the epinikia of Simonides may be formed from those

of Pindar (of which a copious analysis will be found in the

next chapter). In these odes, too, the celebration of my-
thical heroes (as of the Dioscuri in the epinikion of Scopas)
w&s closely connected with the praise of the victor. General

reflections and apophthegms were also applied to his peculiar

circumstances. Thus in the same ode, the general maxim
vas stated, that the gods alone could be always good : that no

man could be invariably good or bad, but could only act vir-

tiously by the grace of the gods, and upon this principle the

saying of Pittacus,
'
it is difficult to be good/ was censured as

requiring too much, and probably was applied for the purpose
of extenuating some faults in the life of the victorious prince.

1

We should be guilty of injustice to Simouides were we to

conclude that he did violence to his own convictions, and

offered mercenary and bespoken homage; we rather discover a

trace of the mild and humane, though somewhat lax and com-

modious, opinions on morals, prevalent among the lonians.

Among the Dorians, and in part also among the JEolians, law

and custom were more rigorous in their demands upon the

constancy and the virtue of mankind.

The epinikia of Simonides appear to have been distinguished

from those of Pindar mainly in this
;
that the former dwelt

more upon the particular victory which gave occasion

to his song, and described all its details with greater

minuteness
;

while Pindar, as we shall see, passes lightly

over the incident, and immediately soars into higher regions.

In an epinikion which Simonides composed for Leophron the

son of the tyrant Anaxilas and his vicegerent in Rhegium/ and

1 See this long fragment from the odes of Simonides in Plato, Prolag. p. 339. *g-.

8 As the historical relations are difficult of compi ehension, I remark briefly, that

Anaxilas was tyrant of Rhegium, and, from about 01. 71. 3. (B.C. 494), of Messene ;

and that he dwelt in the latter city, leaving Leophron to administer the government
of Rhegium. On the death of Anaxilas in Olymp. 76. i. (B.C. 476), Leophron, aa

his eldest son, succeeded him in the city of Messene : and the freedman Micythus
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in which he had to celebrate a victory obtained with a chariot

drawn by mules (airiivn), the poet congratulated the victorious

animals, dexterously passing in silence over the meaner, and

directing attention to the nobler, side of their parentage :

'

Hail,

ye daughters of storm-footed steeds V Simonides, too, in these

songs of victory more frequently indulged in pleasantry than

befitted a poem destined to be recited at a sacred feast
; as, for

example, in the epinikion composed in honour of an Athenian

who had conquered Crios of ^Egina in wrestling at Olympis ;

where he plays upon the name of the defeated combatant :

' Not

ill has the ram (o Kproc) got himself shorn by venturing into

the magnificent grove, the sanctuary of Zeus.'
l

But the merits of Simonides were still more remarkable (as

we have already seen in treating of the elegy) in dirges (Spiivoi).

His style, as an ancient critic observes, was not as lofty as that

of Pindar ; but what he lost in sublimity he gained in pathos.
2

While Pindar's soaring flights extolled the happiness of the

dead who had finished their earthly course with honour, and

enjoyed the glories allotted to them in another existence,

Simonides gave himself up to the genuine feelings of human
nature

; he expressed grief for the life that was extinguished ;

the fond regret of the survivors ;
and sought consolation rather

after the manner of the Ionian elegiac poets, in the perishable-
ness and weariness of human life. The dirges of Simonides on

the hapless Scopad, and the Aleuad Antiochus, son of Eche-

cratides,
3 were remarkable examples of this style ; and doubt-

less the celebrated lament of Dauae was part of a threne. En-

was to administer Rhegium for the younger sons, but he was soon compelled to

abandon hi office. For these facts, see Herod. VII. 1 70. Diod. XI. 48. 66. Heraclid.

Pont. pol. 25. Dionys. HaL Exc. p. 539. Vales. Dionys. Hal. XIX. 4. Mai. Athen.
I. p. 3. Pausan. V. 26. 3. Schol. Pind. Pyth. II. 34. Justin. IV. 2. XXI. 3. Macrob.
Sat. I. it. The Olympic victory of Leophron (by some writers ascribed to Anaxi-

las) must have taken place before Olymp. 76. i. B.C. 476.
1 That thewords 'Ev^aff 6 K/xos OVK atiKtus &c. are to be understood as is indicated

in the text, is proved by the manner in which Aristoph. JVzti. 1355. gives the sub-

stance of the song, which was sung at Athens at meals, from a patriotic interest,

like a scolion. The contest must be placed about Olymp. 70. B.C. 500.
1 Tb olKrifcffOai pi) fjitya.\oirprw! uij nivdapos, dXXd Tatfijrutwj. Dion. Hal. Cent.

Vet. Script. II. 6. p. 420. Reiske.
1 The son of the Echecratides, who was mentioned in ch. XIII. 1 1. in connexion

with Anacreon, and the elder brother of Orestes.
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closed with her infant Perseus in a chest, and exposed to the

raging of the storm, she extols the happiness of the unconscious

sleeping babe, in expressions full of the charm of maternal ten-

derness and devotion. 1

12. Simonides did not, like Pindar, in the overflowing
riches of his genius, touch briefly on thoughts and feelings ; he

wrought out everything in detail with care and finish ;

2
his

verses are like a diamond which throws a sparkling light from

each of its many polished faces. If we analyze a passage, like

the fragment from the eulogy on the heroes of Thermopylae, we

are struck with the skill and grace with which the hand of the

master plays with a single thought ; the glory of a great action

before which all sorrow disappears ; and the various lights under

which he presents it.

' Those who fell at Thermopylae have an illustrious fate, a

noble destiny : their tomb is an altar, their dirge a song of

triumph. And neither eating rust, nor all-subduing time, shall

obliterate this epitaph of the brave. Their subterranean chamber

has received the glory of Hellas as its inhabitant. Of this,

Leonidas, the king of Sparta, bears witness, by the fair and un-

dying renown of virtue which he left behind him.' 3 Some idea

may be formed of this same kind of description naturally lead-

ing to a light and agreeable tissue of thoughts ;
of this easy

graceful style of Simonides, so extremely dissimilar to that

of Pindar, from a feeble prosaic translation of another fragment
taken from an ode to a conqueror in the Pentathlon, which

treats of Orpheus :

' Countless birds flew around his head ; fishes sprang out of

the dark waters at his beautiful song. Not a breath of wind

arose to rustle the leaves of the trees, or to interrupt the honied

voice which was wafted to the ears of mortals. As when, in

the wintry moon, Zeus appoints fourteen days as the sacred

brooding time of the gay-plumed halcyons, which the earth -

dwellers call the sleep of the winds.'
4 With this smooth and

highly polished style of composition everything in the poetry of

1
Diouys. Hal. de Verb. Oomp. 26. Fr. 7. Gaisford. 50. Schneidewin.

3 Simonides said that poetry was vocal painting. Plutarch, de Glor. Ath. 3.

3 Diod. XI. n. Fr. 1 6. Gaisf. 9. Schneid.
4 Fr. 1 8. Schneidewin.
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Simonides is in the most perfect harmony ; the choice of words,

which seeks, indeed, the noble and the graceful, yet departs less

widely from the language of ordinary life than that of Pindar ;

and the treatment of the rhythms which is distinguished from

that of the Theban poet by a stronger preference for light and

flowing measures (more especially the logaoedic) and by less

rigorous rules of metre.

13. BACCHYLIDES, the nephew of Simonides, adhered

closely to the system and the example of his uncle. He
flourished towards the close of the life of Simonides, with whom
he lived at the court of Hiero in Syracuse ; little more of his

history is known. That his poetry was but an imitation of one

branch of that of Simonides, cultivated with great delicacy and

finish, is proved by the opinions of ancient critics; among
whom Dionysius adduces perfect correctness and uniform ele-

gance as the characteristics of Bacchylides. His genius and

art were chiefly devoted to the pleasures of private life, love

and wine ; and, when compared with those of Simonides, appear
marked by greater sensual grace and less moral elevation. Among
the kinds of choral poetry which he employed, besides those of

which he had examples in Simonides and Pindar, we find erotic

songs : such, for example, as that in which a beautiful maiden

is represented, in the game of the Cottabus, as raising her

white arm and pouring out the wine for the youths;
1 a de-

scription which could apply only to a Hetaera partaking of the

banquets of men.

In other odes, which were probably sung to cheer the feast,

and which were transformed into choral odes from scolia, the

praise of wine is celebrated as follows :

2 ' A sweet compulsion
flows from the wine cups and subdues the spirit, while the

1 Athen. XI. p. 782. XVI. p. 667. Fr.a3 . ed. Neue.
1 Athen. II. p. 39. Fr. 26. Neue. The ode consists of short strophes in the Doric

measure, which are to be reduced to the following metre.

Z ~ -- ~~ - -

This arrangement necessitates no other alterations than those which have been

made for other reasons : except that airrbQc,
'

straightways,' should be written for

eu/rdt in v. 6.
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wishes of love, which are mingled with the gifts of Dionysus,

agitate the heart. The thoughts of men take a lofty flight ;

they overthrow the embattled walls of cities, and believe them-

selves monarchs of the world. The houses glitter with gold
and ivory ; corn-bearing ships bring hither from Egypt, across

the glancing deep, the abundance of wealth. To such heights

soars the spirit of the drinker/ Here too we remark that ela-

borate and brilliant execution which is peculiar to the school of

Simonides
;
and the same is shown in all the longer fragments

of Bacchylides, among which we shall only quote the praise of

peace :

' To mortals belong lofty peace, riches, and the blossoms of

honey-voiced song. On altars of fair workmanship burn thighs

of oxen and thick-fleeced sheep in golden flames to the gods.

The cares of the youths are, gymnastic exercises, flute-playing,

and joyous revelry (aiAot /cat KM/J.OI). But the black spiders

ply their looms in the iron-bound edges of the shields, and the

rust corrodes the barbed spear-head, and the two-edged sword.

No more is heard the clang of brazen trumpets; and bene-

ficent sleep, the nurse and soother of our souls, is no longer

scared from our eyelids. The streets are thronged with joyous

guests, and songs of praise to beautiful youths resound/ l

We recognise here a mind which dwells lovingly on the de-

scription of these gay and pleasing scenes, and paints itself in

every feature, but without penetrating deeper than the ordinary

observation of men reaches. Bacchylides, like Simonides, trans-

fers the diffuseness of the elegy to the choral lyric poem ;

although he himself composed no elegies, and followed the

traces of his uncle only as an epigrammatist. The reflections

scattered through his lyrics, on the toils of human life, the in-

stability of fortune, on resignation to inevitable evils, and the

rejection of vain cares, have much of the tone of the Ionic elegy.

The structure of Bacchylides' verse is generally very simple ;

nine-tenths of his odes, to judge from the fragments, consisted

of dactylic series and trochaic dipodias, as we find in those odes

of Pindar which were written in the Doric mode. Bacchylides,

however, gave a lighter character to this measure ;
inasmuch as

1
Stobseus, Serm. LIIL p. 209. Grot. Fr. 12. Neue.
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in the places where the syllable might be either long or short,

he often preferred the latter.

We find, in his poems, trochaic verses of great elegance ; as,

for example, a fragment, preserved by Athenseus, of a religious

poem in which the Dioscuri are invited to a feast.
1 But its

character is feeble and languid; and how different from the

hymn of Pindar, the third among the Olympian odes, in

celebration of a similar feast of the Dioscuri, held by Theron

in Agrigentum !

14. The universal esteem in which Simonides and Bac-

chylides were held in Greece, and their acknowledged excel-

lence in their art, did not prevent some of their contem-

poraries from striking into various other paths, and adopting
other styles of treating lyric poetry. LASOS OF HERMIONE
was a rival of Simonides during his residence in Athens, and

likewise enjoyed high favour at the court of Hipparchus.
2

It is

however difficult to ascertain, from the very scanty accounts we

possess of this poet, wherein consisted the point of contrast be-

tween him and his competitor. He was more peculiarly a

dithyrambic poet, and was the first who introduced contests in

dithyrambs at Athens,
3

probably in Olymp. 68. i. B.C. 5o8.
4

This style predominated so much in his works, that he gave to

the general rhythms of his odes a dithyrambic turn, and a free

movement, in which he was aided by the variety and flexibility

of tone of the flute, his favourite instrument.5 He was also a

theorist in his art, and investigated the laws of music (i.e. the

relation of musical intervals to rapidity of movement), of which

later musicians retained much. He was the instructor of

Pindar in lyric poetry. It is also very possible that these

studies led him to attach excessive value to art ;
for he was

guilty of over-refinement in the rhythm and the sound of words,

as, for example, in his odes written without the letter a

1 A then. XI. p. 500 B. Fr. 27. Neue.
1
Aristoph. Vesp. 1410. comp. Herod. VII. 6.

* Schol. Aristoph. ubi sup.
4 The statement of the Parian marble, ep. 46. appears to refer to the cyclic

choruses.
8 Plutarch de MILS. 39. The fragment of a hymn by Lasus to Demeter, in

Athen. XIV. p. 624 E, agrees very well with this account.
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(a(Tiy/j.oi w'Sai), the hissing sound of which is entirely avoided

as dissonant.

TIMOCREON THE RHODIAN was a genius of an entirely peculiar
character. Powerful both as an athlete and a poet, he trans-

ferred the pugnacity of the Palaestra to poetry. To the hate

which he bore in political life to Themistocles, and, on the field

of poetry, to Simouides, he owes his chief celebrity among the

ancients. In an extant fragment
1 he bitterly reproaches the

Athenian statesman for the arbitrary manner in which he

settled the affairs of the island, recalling exiles, and banishing

others, of which Timocreon himself was one of the victims.

He attacks his enemy with the heavy pompous measure of the

Dorian mode, as with the shock of a catapulta, though on other

occasions he composed in elegiac distichs and measures of the

^Eolic kind; and it cannot be denied that his vituperation
receives singular force from the stateliness of the expression,
and the grandeur of the form. Timocreon seems to have ridi-

culed and parodied Simonides on account of some tricks of his

art, as where Simonides expresses the same thought in the same

words only transposed, first in an hexameter, then in a trochaic

tetrameter.2

The opposition in which we find Pindar with Simonides and

Bacchylides is of a much nobler character. For though the

desire to stand highest in the favour of the Syracusan tyrant,

Hiero, and Thero of Agrigentum stimulated the jealousy be-

tween these two poets, yet the real cause lies deeper ; it is to be

'found in the spirit and temper of the men ; and the contest

which necessarily arose out of this diversity, does no dishonour

to either party.

The ancient commentators on Pindar refer a considerable

number of passages to this hostility:
3 and in general these are

in praise of genuine wisdom as a gift of nature, a deep rooted

power of the mind, and in depreciation of acquired knowledge

1
Plutarch, Themist. 11.

2 Anthol. Pal. XIII. 30. Concerning this enmity, see also Diog. Laert. II. 46,

and Suidas in Tinoicptuv. The citation from Simonides and Timocreon in Walz.

Rhet. GTCEC. vol. II. p. 10, is probably connected with their quarrel.
3 01. II. 86. (154). IX. 48 (74). Pyth. II. 52. (97.) and passim Nem. III. 80.

(143). IV. 37. (60). Isthm. II. 6 (10).
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in the comparison ; or the poet represents genial invention as

the highest of qualities, and demands novelties even in mythic
narratives. On the contrary, Simonides and Bacchylides thought
themselves bound to adhere faithfully to tradition, and reproved

any attempt to give a new form to the stories of antiquity.
1

1 See Plutarch, Num. 4. Fr. 37. Neue, and Clem. Strom. V. p. 687. Pott. Fr. 13.
Neue.
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CHAPTER XV.

PINDAR.

i. Pindar's descent ;
his early training in poetry and music. 2. Exercise of

his art
;
his independent position with respect to the Greek princes and republics.

3. Kinds of poetry cultivated by him. 4. His Epinikia ;
their origin and

objects. 5. Their two main elements, general remarks, and mythical nar-

rations. 6. Connexion of these two elements ; peculiarities of the structure

of Pindar's odes. 7. Variety of tone in his odes, according to the different

musical styles.

j. T)INDAR was born in the spring of 522 B.C. (Olymp.
-L 64. 3) ; and, according to a probable statement, he died

at the age of eighty.
1 He was therefore nearly in the prime of

his life at the time when Xerxes invaded Greece, and the battles

of Thermopylae and Salamis were fought. He thus belongs to

that period of the Greek nation, when its great qualities were

first distinctly unfolded; and when it exhibited an energy of

action, and a spirit of enterprise, never afterwards surpassed,

together with a love of poetry, art, and philosophy, which pro-

duced much, and promised to produce more. The modes of

thought, and style of art, which arose in Athens after the

Persian war, must have been unknown to him. He was indeed

the contemporary of ^Eschylus, and he admired the rapid rise

of Athens in the Persian war ; calling it
' The Pillar of Greece,

brilliant Athens, the worthy theme of poets/ But the causes

which determined his poetical character are to be sought in an

earlier period, and in the Doric and ^Eolic parts of Greece ; and

hence we shall divide Pindar from his contemporary ^Eschylus,

by placing the former at the close of the early period, the latter

at the head of the new period of literature.

1 For Pindar's life, see Boeckh's Pindar, torn. III. p. 12. To the authorities there

mentioned, may be added the Introduction of Eustathius to his Commentary on

Pindar in Eustathii Opuscula, p. 32. ed. Tafel. 1832. (Eustath. Proem. Comment.

Pindar, ed. Schneidewin. 1837).



288 PINDAR.

Pindar's native place was Cynocephalae, a village in the

territory of Thebes, the most considerable city of Boeotia.

Although in his time the voices of Pierian bards, and of epic

poets of the Hesiodean school had long been mute in Boeotia,

yet there was still much love for music and poetry, which had

taken the prevailing form of lyric and choral compositions.

That these arts were widely cultivated in Boeotia is proved by
the fact that two women, Myrtis and Corinna, had attained

great celebrity in them during the youth of Pindar. Both were

competitors with Pindar in poetry. Myrtis strove with him

for a prize at public games : and although Corinna said,
'
It is

not meet that the clear toned Myrtis, a woman born, should

enter the lists with Pindar :

M
yet she is said (perhaps from

jealousy of his growing fame) to have often contended against

him in the agones, and to have gained the victory over him

five times.
2

Pausanias, in his travels, saw at Tanagra, the

native city of Corinna, a picture in which she was represented

as binding her head with a fillet of victory which she had

gained in a contest with Pindar. He supposes that she was

less indebted for this victory to the excellence of her poetry

than to her Boeotian dialect, which was more familiar to the

ears of the judges at the games, and to her extraordinary

beauty. Corinna also assisted the young poet with her advice ;

it is related of her that she recommended him to ornament his

poems with mythical narrations, but that when he had com-

posed a hymn, in the first six verses of which (still extant)

almost the whole of the Theban mythology was introduced,

she smiled and said,
' We should sow with the hand, not with

the whole sack/ Too little of the poetry of Corinna has been

preserved to allow of our forming a safe judgment of her style

of composition. The extant fragments refer mostly to mytho-

logical subjects, particularly to heroines of the Boeotian legends;

this, and her rivalry with Pindar, show that she must be classed

not in the Lesbian school of lyric poets, but among the masters

of choral poetry.

1 The following a the passage in Corinna's dialect :

fjL^<fx>/j.rj 6$ K^I \iyo6pcu> MotfpriS' iwvya

STI pdva <j>ova
'

l/3a ttu>5dpoio WOT' tpa>.

Apollon. de Pronom. p. 934. B.

F. H. XIII. 14.
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The family of Pindar seems to have been skilled in music;
we learn from the ancient biographies of him that his father,

or his uncle, was a flute-player. Flute-playing (as we have

more than once remarked) was brought from Asia Minor into

Greece ; its Phrygian origin may perhaps be indicated by the

fact that Pindar had in his house at Thebes a small temple of

the Mother of the gods and Pan, the Phrygian deities, to whom
the first hymns to the flute were supposed to have been sung.

1

The music of the flute had moreover been introduced into

Boeotia at a very early period ;
the Copaic lake produced excel-

lent reeds for flutes, and the worship of Dionysus, which was

supposed to have originated at Thebes, required the varied and

loud music of the flute. Accordingly the Boeotians were early

celebrated for their skill in flute-playing; whilst at Athens the

music of the flute did not become common till after the

Persian war, when the desire for novelty in art had greatly

increased.
2

2. But Pindar very early in his life soared far beyond the

sphere of a flute-player at festivals, or even a lyric poet of

merely local celebrity. He placed himself under the tuition of

Lasus of Hermione, a distinguished poet, already mentioned,

but probably better versed in the theory than the practice of

poetry and music. Since Pindar made these arts the whole

business of his life,
3 and was nothing but a poet and a musician,

he soon extended the boundaries of his art to the whole Greek

nation, and composed poems of the choral lyric kind for per-

sons in all parts of Greece. At the age of twenty he composed
a song of victory in honour of a Thessalian youth belonging to

the gens of the Aleuads.4 We find him employed soon after-

wards for the Sicilian rulers, Hiero of Syracuse, and Thero of

Agrigentum ; for Arcesilaus, king of Cyrene, and Amyutas,

king of Macedonia, as well as for the free cities of Greece.

He made no distinction according to the race of the persons

whom he celebrated : he was honoured and loved by the Ionian

states, for himself as well as for his art
;
the Athenians made

him their public guest (irpo^tvoq) ;
and the inhabitants of Ceos

1 Harm. Par. ep. 10.
* Aristot. Polit. VIII. 7.

3 Like Sappho, he is called fjLovffoiroi6s.

4
Pyth. X. composed in Olymp. 69. 3. B.C. 502.

VOL. I. u
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employed him to compose a processional song

although they had their own poets, Simonides and Bacchylides.

Pindar, however, was not a common mercenary poet, always ready

to sing the praises of him whose bread he ate. He received

indeed money and presents for his poems, according to the

general usage previously introduced by Simonides; yet his

poems are the genuine expression of his thoughts and feelings.

In his praises of virtue and good fortune, the colours which he

employs are not too vivid
;
nor does he avoid the darker shades

of his subject ;
he often suggests topics of consolation for past

and present evil, and sometimes warns and exhorts to avoid

future calamity. Thus he ventures to speak freely to the

powerful Hiero, whose many great and noble qualities were

alloyed by insatiable cupidity and ambition, which his courtiers

well knew how to turn to a bad account. Pindar exhorts

him to tranquillity and contentedness of mind, to calm cheer-

fulness, and to clemency, saying to him :

l ' Be as thou knowest

how to be; the ape in the boy's story is indeed fair, very fair ;

but Rhadamanthus was happy because he plucked the genuine
fruits of the mind, and did not take delight in the delusions

which follow the arts of the whisperer. The venom of calumny
is an evil hard to be avoided, whether by him who hears or by
him who is the object of it

;
for the ways of calumniators are

like those of foxes/ Pindar speaks in the same free and manly
tone to Arcesilaus IV., king of Gyrene, who afterwards brought
on the ruin of his dynasty by his tyrannical severity, and who at

that time kept Damophilus, one of the noblest of the Cyre-

neans, in unjust banishment. ' Now understand the enigmatic
wisdom of CEdipus. If any one lops with a sharp axe the

branches of a large oak, and spoils her stately form, she loses

indeed her verdure, but she gives proof of her strength, when
she is consumed in the winter fire, or when, torn from her place
in the forest, she performs the melancholy office of a pillar in

the palace of a foreign prince.
4

Thy office is to be the physician

1
PyA. II. 71. (131.) This ode was composed by Pindar at Thebes, but doubt-

less not till after he had contracted a personal acquaintance with Hiero.

*In this allegory, the oak is the state of Cyrene ; the branches are the banished

nobles ;
the winter fire is insurrection

;
the foreign palace is a foreign conquering

power, especially Persia.
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of the country: Paean honours thee; therefore thou must treat

with a gentle hand its festering wounds. It is easy for a fool

to shake the stability of a city; but it is hard to place it again

on its foundations, unless a god direct the rulers. Gratitude

for these good deeds is already in store for thee. Deign there-

fore to bestow all thy care upon the wealthy Gyrene.'
*

Thus lofty and dignified was the position which Pindar as-

sumed with regard to these princes ; and he remained true to

the principle which he so frequently proclaims, that frankness

and sincerity are always laudable. But his intercourse with

the princes of his time appears to have been limited to poetry.

We do not find him, like Simonides, the daily associate, coun-

sellor, and friend of kings and statesmen
;
he plays no part in

the public events of his time, either as a politician or a courtier.

Neither was his name, like that of Simonides, distinguished in

the Persian war ; partly because his fellow-citizens, the Thebans,

were, together with half of the Grecian nation, on the Persian

side, whilst the spirit of independence and victory were with the

other half. Nevertheless, the lofty character of Pindar's muse

rises superior to these unfavourable circumstances. He did not

indeed make the vain attempt of gaining over the Thebans to the

cause of Greece ; but he sought to appease the internal dissen-

sions which threatened to destroy Thebes during the war, by

admonishing his fellow-citizens to union and concord :

2 and

after the war was ended, he openly proclaims, in odes intended

for the ^Eginetans and Athenians, his admiration of the heroism

of the victors. In an ode, composed a few months after the

surrender of Thebes to the allied army of the Greeks 3

(the

seventh Isthmian), his feelings appear to be deeply moved by
the misfortunes of his native city ; but he returns to the cul-

tivation of poetry as the Greeks were now delivered from their

great peril, and a god had removed the stone of Tantalus from

their heads. He expresses a hope that freedom will repair all

misfortunes : and he turns with a friendly confidence to the

city of ./Egina, which, according to ancient legends, was closely

allied with Thebes, and whose good offices with the Pelopon-_
1
Pyth. IV.

3
Polyb. IV. 31. 5. Fr. incert. 125. ed. Boeckh.

3 In the winter of Olyrap. 75. 2. B.C. 479.

U 2
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nesians might perhaps raise once more the humbled head of

Boeotia.

3. Having mentioned nearly all that is known of the

events of Pindar's life, and his relations to his contemporaries,

we proceed to consider him more closely as a poet, and to ex-

amine the character and form of his poetical productions.

The only class of poems which enable us to judge of Pindar's

general style are the epinikia or triumphal odes. Pindar, in-

deed, excelled in all the known varieties of choral poetry ; viz.,

hymns to the gods, paeans and dithyrambs appropriate to the

worship of particular divinities, odes for processions (irpocruSia),

songs of maidens (irapOivsia), mimic dancing songs (virop-

yj]fjLaTa), drinking songs (<r/coAta), dirges (Bp^voi), and en-

comiastic odes to princes (ty/cw/xta) which last approached most

nearly to the epiuikia. The poems of Pindar in these various

styles were nearly as renowned among the ancients as the

triumphal odes ; which is proved by the numerous quotations of

them. Horace too, in enumerating the different styles of

Pindar's poetry, puts the dithyrambs first, then the hymns, and

afterwards the epinikia and the threnes. Nevertheless, there

must have been some decided superiority in the epiuikia, which

caused them to be more frequently transcribed in the later

period of antiquity, and thus rescued them from perishing with

the rest of the Greek lyric poetry. At any rate, these odes,

from the vast variety of their subjects and style, and their re-

fined and elaborate structure, some approaching to hymns and

paeans, others to scolia and hyporchemes, serve to indemnify
us for the loss of the other sorts of lyric poetry.

\Ve will now explain, as precisely as possible, the occasion of

an epinikian ode, and the mode of its execution. A victory has

been gained in a contest at a festival, particularly at one of the

four great games most prized by the Greek people,' either by the

speed of horses, the strength and dexterity of the human body, or

1
Olympia, Pylhia, Nemea, Isthmia. Some of the epinikia, however, belong to

other games. For example, the second Pythian is not a Pythian ode, but probably

belongs to games of lolaus at Thebes. The ninth Nemean celebrates a victory in

the Pythia at Sicyon, (not at Delphi ;) the tenth Nemean celebrates a victory in the

Hecatombaea at Argos ;
the eleventh Nemean is not an epinikion, but was sung

at the installation of a prytanis at Tenedos. Probably the Nemean odes we
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by skill in music. 1 Such a victory as this, which shed a lustre not

only on the victor himself, but on his family, and even on his

native city, demanded a solemn celebration. This celebration

might be performed by the victor's friends upon the spot where

the victory was gained ; as, for example, at Olympia, when in the

evening after the termination of the contests, by the light of

the moon, the whole sanctuary resounded with joyful songs
after the manner of encomia.2 Or it might be deferred till

after the victor's solemn return to his native city, where it was

sometimes repeated, in following years, in commemoration of

his success.
3 A celebration of this kind always had a religious

character; it often began with a procession to an altar or

temple, in the place of the games or in the native city ;
a

sacrifice, followed by a banquet, was then offered at the temple,
or in the house of the victor ; and the whole solemnity con-

cluded with the merry and boisterous revel called by the Greeks

/coytoe- At this sacred, and at the same time joyous, solem-

nity, (a mingled character frequent among the Greeks,) ap-

peared the chorus, trained by the poet, or some other skilled

person,
4
for the purpose of reciting the triumphal hymn, which

was considered the fairest ornament of the festival. It was

during either the procession or the banquet that the hymn was

recited ; as it was not properly a religious hymn, which

could be combined with the sacrifice. The form of the

poem must, to a certain extent, have been determined by the

occasion on which it was to be recited. From expressions which

occur in several epinikian odes, it is probable that all odes

consisting of strophes without epodes
5 were sung during a pro-

placed at the end of the collection, after the Isthmian ;
so that a miscellaneous sup-

plement could be appended to them.
1 For example, Pyth. XII., which celebrates the victory of Midas, a flute- player

of Agrigentum.
2 Pindar's words in Olymp. XI. 76. (93), where this usage is transferred to the

mythical establishment of the Olympia by Hercules. The 4th and 8th Olympian,

the 6th, and probably also the ;th Pythian, were sung at the place of the games.
3 The Qth Olympian, the 3rd Neinean, and the 2nd Isthmian, were produced at a

memorial celebration of this kind.

4 Sucli as ^Eneas the Stymphalian in Olymp. VI. 88. (150), whom Pindar calls

' a just messenger, a scytala of the fair-haired Musea, a sweet goblet of loud-sound-

ing songs,
'

because he was to receive the ode from Pindar in person, to carry it to

Stymphalus, and there to instruct a chorus in the dancing, music, and text.

5 01. XIV. Pyth. VI. XII. Nem. II. IV. IX. Isthm. VII.
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cession to a temple or to the house of the victor; although

there are others which contain expressions denoting movement,
and which yet have epodes.

1

It is possible that the epodes in

the latter odes may have been sung at certain intervals when the

procession was not advancing ;
for an epode, according to the

statements of the ancients, always required that the chorus

should be at rest. But by far the greater number of the odes

of Piudar were sung at the Coraus, at the jovial termination of

the feast : and hence Pindar himself more frequently names

his odes from the Comus than from the victory.
2

4. The occasion of an epinikian ode, a victory in the

sacred games, and its end, the ennobling of a solemnity con-

nected with the worship of the gods, required that it should be

composed in a lofty and dignified style. But, on the other

hand, the boisterous mirth of the feast did not admit the

severity of the antique poetical style, like that of the hymns
and nomes ; it demanded a free and lively expression of feeling,

in harmony with the occasion of the festival, and suggesting the

noblest ideas connected with the victor. Pindar, however,

gives no detailed description of the victory, as this would have

been only a repetition of the spectacle which had already been

beheld with enthusiasm by the assembled Greeks at Olympia
or Pytho ; nay, he often bestows only a few words on the

victory, recording its place and the sort of contest in which it

was won.3 Nevertheless he does not (as many writers have

supposed) treat the victory as a merely secondary object ; which

he despatches quickly, in order to pass on to subjects of greater

interest. The victory, in truth, is always the point upon which

the whole of the ode turns : only he regards it, not simply as

an incident, but as connected with the whole life of the victor.

Pindar establishes this connexion by forming a high conception

of the fortunes and character of the victor, and by representing

1 01. VIIL XIII. The expression r6vSe KU/JMV S^ai doubtless means, 'Receive

this band of persons who have combined for a sacrificial meal and feast.' Hence
too it appears that the band went into the temple.

1
iriKufuof Cfivos, tyicufuov jtAos. The grammarians, however, distinguish the

encomia, as being laudatory poems strictly so called, from the epinikia.
3 On the other hand, we often find a precise enumeration of all the victories, not

only of the actual victor, but of his entire family : this must evidently have been

required of the poet.
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the victory as the result of them. And as the Greeks were
less accustomed to consider a man in his individual capacity,
than as a member of his state, and his family ; so Pindar con-

siders the renown of the victor in connexion with the past and

present condition of the race and state to which he belongs.

Now there are two different points from which the poet might
view the life of the victor; viz. destiny or merit ;

l in other

words, he might celebrate his good fortune or his skill. In

the victory with horses, external advantages were the chief

consideration ; inasmuch as it required excellent horses and an

excellent driver, both of which were attainable only by the

rich. The skill of the victor was more conspicuous in gym-
nastic feats, although even in these, good luck and the favour

of the gods might be considered as the main causes of success ;

especially as it was a favourite opinion of Pindar's, that all ex-

cellence is a gift of nature.
2 The good fortune or skill of the

victor could not however be treated abstractedly ;
but must be

individualized by a description of his peculiar lot. This indi-

vidual colouring might be given by representing the good
fortune of the victor as a compensation for past ill fortune ; or,

generally, by describing the alternations of fortune in his lot

and in that of his family.
3 Another theme for an ode might

be, that success in gymnastic contests was obtained by a family

in alternate generations ;
that is, by the grandfathers and

grandsons, but not by the intermediate generation.
4

If, how-

ever, the good fortune of the victor had been invariable, con-

gratulation at such rare happiness was accompanied with moral

reflections, especially on the right manner of estimating or

enduring good fortune, or on the best mode of turning it to

account. According to the notions of the Greeks, an extra-

ordinary share of the gifts of fortune suggested a dread of the

Nemesis which delighted in humbling the pride of man
; and

hence the warning to be prudent, and not to strive after further

victories.
5 The admonitions which Pindar addresses to Hiero

apery.

T<!> 5 <j)v<f Kpariffrov 8.irav, 01. IX. 100(151), which ode is a development of

this general idea. Compare above, ch. XV. near the end.

3 01. II. Also Isthm. III.
4 Nem. VI.

wirraive
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are to cultivate a calm serenity of mind, after the cares and

toils by which he had founded and extended his empire, and

to purify and ennoble by poetry a spirit which had been ruffled

by unworthy passions. Even when the skill of the victor is

put in the foreground, Pindar in general does not content him-

self with celebrating this bodily prowess alone, but he usually

adds some moral virtue which the victor has shown, or which

he recommends and extols. This virtue is sometimes modera-

tion, sometimes wisdom, sometimes filial love, sometimes piety

to the gods. The latter is frequently represented as the main

cause of the victory : the victor having thereby obtained the

protection of the deities who preside over gymnastic contests ;

as Hermes, or the Dioscuri. It is evident that, with Pindar, this

mode of accounting for success in the games was not the mere

fiction of a poet; he sincerely thought that he had found the

true cause, when he had traced the victory to the favour of a

god who took an especial interest in the family of the victor,

and at the same time presided over the games.
1

Generally, in-

deed, in extolling both the skill and fortune of the victor,

Pindar appears to adhere to the truth as faithfully as he

declares himself to do
;
nor is he ever betrayed into a high-

flown style of panegyric. A republican dread of incurring the

censure of his fellow citizens, as well as an awe of the divine

Nemesis, induced him to moderate his praises, and to keep in

view the instability of human fortune and the narrow limits of

human strength.

Thus far the poet seems to wear the character of a sage who

expounds to the victor his destiny, by showing him the

dependence of his exploit upon a higher order of things. Never-

theless, it is not to be supposed that the poet placed himself on

an eminence remote from ordinary life, and that he spoke like

a priest to the people, unmoved by personal feelings. The

Epinikia of Pindar, although they were delivered by a chorus,

were, nevertheless, the expression of his individual feelings and

opinions,
2 and are full of allusions to his personal relations

to the victor. Sometimes, indeed, when his relations of this

1 AB e.g. 01. VI. 77. (130). sqq. In the above remarks I have chiefly followed

Dissen's Dissertation Dt Ration* pocticd Carminum Pindaricorum, in his edition of

Pindar, sect. i. p. xi. * See above, ch. XIV. i.
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kind were peculiarly interesting to him, he made them the

main subject of the ode ; several of his odes, and some among
the most difficult, are to be explained in this manner. In

one of his odes,
1 Pindar justifies the sincerity of his poetry

against the charges which had been brought against it
;
and re-

presents his muse as a just and impartial dispenser of fame, as

well among the victors at the games, as among the heroes of

antiquity. In another,
2 he reminds the victor that he had

predicted the victory to him iri the public games, and had en-

couraged him to become a competitor for it
;

3 and he extols

him for having employed his wealth for so noble an object. In

another, he excuses himself for having delayed the composition
of an ode which he had promised to a wrestler among the

youths, until the victor had attained his manhood ; and, as if

to incite himself to the fulfilment of his promise, he points out

the hallowed antiquity of these triumphal hymns, connecting
their origin with the first establishment of the Olympic games.

4

5. Whatever might be the theme of one of Pindar's epi-

nikian odes, it would naturally not be developed with the sys-

tematic completeness of a philosophical treatise. Pindar,

however, has undoubtedly much of that sententious wisdom

which began to show itself among the Greeks at the time of

the Seven Wise Men, and which formed an important element

of elegiac and choral lyric poetry before the time of Pindar.

The apophthegms of Pindar sometimes assume the form of

general maxims, sometimes of direct admonitions to the victor.

At other times, when he wishes to impress some principle of

morals or prudence upon the victor, he gives it in the form of

an opinion entertained by himself: ' I like not to keep much
riches hoarded in an inner room ;

but I like to live well by my
possessions, and to procure myself a good name by making

large gifts to my friends/
5

The other element of Pindar's poetry, his mythical narra-

1 Kern. VII. 3 Nem. I.

s I refer to this the sentiment in v. 27 (40) ;
'The mind showed itself in the

counsels of those persons to whom nature has given the power of foreseeing the

future ;' and also the account of the prophecy of Tiresias, when the serpents were

killed by the young Hercules.
4 01. XI. 5 Nem. I. 31 (45).
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tives, occupies, however, far more space in most of his odes.

That these are not mere digressions for the sake of ornament

has been completely proved by modern commentators. At the

same time, he would sometimes seem to wish it to be believed

that he had been carried away by his poetical fervour, when he

returns to his theme from a long mythical narration, or when

he annexes a mythical story to a proverbial saying; as, for

example, when he subjoins to the figurative expression,
' Neither

by sea nor by land canst thou find the way to the Hyperboreans/
the history of Perseus' visit to that fabulous people.

1 But even

in such cases as these, it will be found, on close examination,

that the fable belongs to the subject. Indeed, it may be

observed generally of those Greek writers who aimed at the

production of works of art, whether in prose or in poetry, that

they often conceal their real purpose ; and affect to leave in

vague uncertainty that which had been composed studiously

and on a preconceived plan. Thus Plato often seems to allow

the dialogue to deviate into a wrong course, when this very
course was required by the plan of the investigation. In

other passages, Pindar himself remarks that intelligence and

reflection are required to discover the hidden meaning of his

mythical episodes. Thus, after a description of the Islands of

the Blessed, and the heroes who dwell there, he says,
'

I have

many swift arrows in my quiver, which speak to the wise, but

need an interpreter for the multitude/ 2

Again, after the story

of Ixion, which he relates in an ode to Hiero, he continues
'
I must, however, have a care lest I fall into the biting violence

of the evil speakers ; for, though distant in time, I have seen

that the slanderous Archilochus, who fed upon loud-tongued

wrath, passed the greater part of his life in difficulties and dis-

tress/
3

It is not easy to understand in this passage what

moves the poet to express so much anxiety ;
until we advert to

the lessons which the history of Ixion contains for the rapa-

cious Hiero.

The reference of these mythical narratives to the main theme

of the ode may be either historical or ideal. In the first case,

the mythical personages alluded to are the heroes at the head

1
Pyth. X. 9. (46). 01. II. 83. (150).

Pyth. II. 54- (99)-
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of the family or state to which the victor belongs, or the

founders of the games in which he has conquered. Among the

many odes of Pindar to victors from ^Egina, there is none in

which he does not extol the heroic race of the .ZEacids.
'

It

is/ he says,
'
to me an invariable law, when I turn towards

this island, to scatter praise upon you, O ^Eacids, masters of

golden chariots/
: In the second case, events of the heroic age

are described, which resemble the events of the victor's life,

or which contain lessons and admonitions for him to reflect

upon. Thus two mythical personages may be introduced, of

whom one may typify the victor in his praiseworthy, the other

in his blameable acts ; so that the one example may serve to

deter, the other to encourage.
2 In general, Pindar contrives to

unite both these modes of allusion, by representing the national

or family heroes as allied in character and spirit to the victor.

Their extraordinary strength and felicity are continued in

their descendants ; the same mixture of good and evil destiny/
and even the same faults/ recur in their posterity. It is

to be observed that, in Pindar's time, the faith of the Greeks

in the connexion of the heroes of antiquity with passing events

was unshaken. The origin of historical events was sought
in a remote age ; conquests and settlements in barbarian coun-

tries were justified by corresponding enterprises of heroes ;
the

Persian war was looked upon as an act of the same great drama,

of which the expedition of the Argonauts and the Trojan war

formed the earlier parts. At the same time, the mythical past was

considered as invested with a splendour and sublimity of which

even a faint reflection was sufficient to embellish the present.

This is the cause of the historical and political allusions of the

Greek tragedy, particularly in J^schylus. Even the history of

Herodotus rests on the same foundation ; but it is seen most

distinctly in the copious mythology which Pindar has pressed

into the service of his lyric poetry. The manner in which

mythical subjects were treated by the lyric poets was of course

different from that in which they had been treated by the epic

poets. In epic poetry, the mythical narrative is interesting in

1 Isthm. V. [VI.] 19. (27).
2 As Pelops and Tautalus, 01. I.

3 As the fate of the ancient Cadmeans in Theron, 01. II.

4 As the errors (d/x7rAa/cicu) of the Rhodian heroes in Diagoras, 01. VII.
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itself, and all parts of it are developed with equal fulness. In

lyric poetry, it serves to exemplify some particular idea, which

is usually stated in the middle or at the end of the ode
;
and

those points only of the story are brought into relief, which

serve to illustrate this idea. Accordingly, the longest

mythical narrative in Pindar (viz., the description of the

voyage of the Argonauts, in the Pythian ode to Arcesilaus,

king of Gyrene, which is continued through twenty-five strophes)
falls far short of the sustained diffuseness of the epos. Consis-

tently with the purpose of the ode, it is intended to set forth

the descent of the kings of Gyrene from the Argonauts, and

the poet only dwells on the relation of Jason with Pelias of

the noble exile with the jealous tyrant because it contains a

serious admonition to Arcesilaus in his above-mentioned relation

with Damophilus.
6. The mixture of apophthegmatic maxims and typical

narratives would alone render it difficult to follow the thread of

Pindar's meaning; but, in addition to this cause of obscurity,
the entire plan of his poetry is so intricate, that a modern
reader often fails to understand the connexion of the parts,

even where he thinks he has found a clue. Pindar begins
an ode full of the lofty conception which he has formed

of the glorious destiny of the victor ;
and he seems, as it were,

carried away by the flood of images which this conception pours
forth. He does not attempt to express directly the general

idea, but follows the train of thought which it suggests into its

details, though without losing sight of their reference to the

main object. Accordingly, when he has pursued a train of

thought, either in an apophthegmatic or mythical form, up to a

certain point, he breaks off, before he has gone far enough to

make the application to the victor sufficiently clear; he then

takes up another thread, which is perhaps soon dropped for a

fresh one : and at the end of the ode he gathers up all these

different threads, and weaves them together into one web, in

which the general idea predominates. By reserving the ex-

planation of his allusions until the end, Pindar contrives that

his odes should consist of parts which are not complete or in-

telligible in themselves ; and thus the curiosity of the reader is

kept on the stretch throughout the entire ode. Thus, for
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example, the ode upon the Pythian victory, which was gained

by Hiero, as a citizen of ^Etna, a city founded by himself,
1

pro-
ceeds upon a general idea of the repose and serenity of mind
which Hiero at last enjoys, after a laborious public life, and to

which Pindar strives to contribute by the influence of music

and poetry. Full of this idea, Pindar begins by describing the

effects of music upon the gods in Olympus, how it delights, in-

spires, and soothes them, although it increases the anguish of

Typhos, the enemy of the gods, who lies bound under Mtna.

Thence, by a sudden transition, he passes to the new town of

JEtna, under the mountain of the name
;

extols the happy

auspices under which it was founded ; and lauds Hiero for his

great deeds in war, and for the wise constitution he has given
to the new state; to which Pindar wishes exemption from

foreign enemies and internal discord. Thus far it does not

appear how the praises of music are connected with the exploits

of Hiero as a warrior and a statesman. But the connexion

becomes evident when Pindar addresses to Hiero a series of

moral sentences, the object of which is to advise him to subdue

all unworthy passions, to refresh his mind with the contempla-
tion of art, and thus to obtain from the poets a good name,
which will descend to posterity.

7. The characteristics of Pindar's poetry, which have been

just explained, may be discerned in all his epinikian odes.

Their agreement, however, in this respect is quite consistent

with the extraordinary variety of style and expression which

has been already stated to belong to this class of poems. Every

epinikian ode of Pindar has its peculiar tone, depending upon
the course of the ideas and the consequent choice of the ex-

pressions. The principal differences are connected with the

choice of the rhythms, which again is regulated by the musical

style. According to the last distinction, the epinikia of Pindar

are of three sorts, Doric, jEolic, and Lydian ;
which can be

easily distinguished, although each admits of innumerable

varieties. In respect of metre, every ode of Pindar has an in-

dividual character ;
no two odes having the same metrical

structure. In the Doric ode the same metrical forms occur as

those which prevailed in the choral lyric poetry of Stesichorus,

1
Pyth. I.
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viz., systems of dactyls and trochaic dipodies,
1 which most

nearly approach the stateliness of the hexameter. Accordingly,

a serene dignity pervades these odes; the mythical narrations

are developed with greater fulness, and the ideas are limited to

the subject, and are free from personal feeling ;
in short, their

general character is that of calmness and elevation. The lan-

guage is epic, with a slight Doric tinge, which adds to its bril-

liancy and dignity. The rhythms of the ^Eolic odes resemble

those of the Lesbian poetry, in which light dactylic, trochaic,

or logaoedic metres prevailed ; these rhythms, however, when

applied to choral lyric poetry, were rendered far more various,

and thus often acquired a character of greater volubility and

liveliness. The poet's mind also moves with greater rapidity ;

and sometimes he stops himself in the midst of narrations which

seem to him impious or arrogant.
2 A larger scope is likewise

given to his personal feelings ;
and in the addresses to the

victor there is a gayer tone, which at times even takes a jocular

turn.
3 The poet introduces his relations to the victor, and to

his poetical rivals; he extols his own style, and decries that of

others.
4 The ^olic odes, from the rapidity and variety of

their movement, have a less uniform character than the Doric

odes ; for example, the first Olympic, with its joyous and glow-

ing images, is very different from the second, in which a lofty

melancholy is expressed, and from the ninth, which has an ex-

pression of proud and complacent self-reliance. The language
of the ^Eolic epinikia is also bolder, more difficult in its syntax,
and marked by rarer dialectical forms. Lastly, there are

the Lydian odes, the number of which is inconsiderable ; their

metre is mostly trochaic, and of a particularly soft character,

agreeing with the tone of the poetry. Pindar appears to have

preferred the Lydian rhythms for odes which were destined to

be sung during a procession to a temple or at the altar, and in

which the favour of the deity was implored in a humble spirit.

1 The ancient writers on music explain how those trochaic dipodies were reduced

to an uniform rhythm with the dactylic aeries. These writers state that the trochaic

dipody was considered as a rhythmical foot, having the entire first trochee as its

arsis, the second as its thesis
;
so that, if the syllables were measured shortly, it

might be taken as equivalent to a dactyl.
* 01. I. 51. (82). IX. 35. 01. IV. 36. (40). Pytk. II. 72. (131).

01. II. 86. (155). IX. 100. (151). Pytk. II. 79. (145).
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CHAPTER XVI.

THEOLOGICAL AND PHILOSOPHICAL POETRY.

i. Moral improvement of Greek poetry after Homer especially evident in the

notions as to the state of man after death. 2. Influence of the mysteries and

of the Orphic doctrines on these notions. 3. First traces of Orphic ideas in

Hesiod and other epic poets. 4. Sacerdotal enthusiasts in the age of the

Seven Sages ; Epimenides, Abaris, Aristeas, and Pherecydes. 5. An Orphic
literature arises after the destruction of the Pythagorean league. 6. Subjects
of the Orphic poetry ;

at first cosmogonic, 7, afterwards prophetic, in reference

to Dionysus.

i . A\7E have now traced the progress of Greek poetry from
Vf Homer to Pindar, and observed it through its dif-

ferent stages, from the simple epic song to the artificial and

elaborate form of the choral ode. Fortunately the works of

Homer and Pindar, the two extreme points of this long series,

have been preserved nearly entire. Of the intermediate stages

we can only form an imperfect judgment from isolated frag-

ments and the statements of later writers.

The interval between Homer and Pindar is an important

period in the history of Greek civilization. Its advance was so

great in this time that the latter poet may seem to belong to a

different state of the human race from the former. In Homer
we perceive that infancy of the mind which lives entirely in

seeing and imagining, whose chief enjoyment consists in vivid

conceptions of external acts and objects, without caring much
for causes and effects, and whose moral judgments are deter-

mined rather by impulses of feeling than by distinctly-conceived

rules of conduct. In Pindar the Greek mind appears far more
serious and mature. Fondly as he may contemplate the

images of beauty and splendour which he raises up, and glo-

rious as are the forms of ancient heroes and modern athletes

which he exhibits, yet the chief effort of his genius is to dis-

cover a standard of moral government ;
and when he has

distinctly conceived it, he applies it to the fair and living forms

which the fancy of former times had created. There is too
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much truth in Pindar's poetry, it is too much the expression of

his genuine feelings, for him to attempt to conceal its difference

from the ancient style, as the later poets did. He says
1

that

the fame of Ulysses has become greater through the sweet

songs of Homer than from his real adventures, because there

is something ennobling in the illusions and soaring flights

of Homer's fancy ;
and he frequently rejects the narratives of

former poets, particularly when they do not accord with his

own purer conceptions of the power and moral excellence of

the gods.
2

But there is nothing in which Pindar differs so widely from

Homer as in his notions respecting the state of man after death.

According to the description in the Odyssey, all the dead, even

the most renowned heroes, lead a shadowy existence in the in-

fernal regions (Aides), where, like phantoms, they continue the

same pursuits as on earth, though without will or understand-

ing. On the other hand, Pindar, in his sublime ode of conso-

lation to Theron,
3

says that all misdeeds of this world are

severely judged in the infernal regions, but that a happy life in

eternal sunshine, without care for subsistence, is the portion of

the good ;

' while those who, through a threefold existence in

the upper and lower worlds, have kept their souls pure from all

sin, ascend the path of Zeus to the citadel of Cronus,
4 where

the Islands of the Blessed are refreshed by the breezes of

Ocean, and golden flowers glitter.' In this passage the

Islands of the Blessed are described as a reward for the

highest virtue, whilst in Homer only a few favourites of the

gods (Menelaus, for example, because his wife was a daughter
of Zeus) reach the Elysian Field on the border of the ocean.

In his threnes, or laments for the dead, Pindar more distinctly

developed his ideas about immortality, and spoke of the tranquil

life of the blessed, in perpetual sunshine, among fragrant groves,

at festal games and sacrifices ; and of the torments of the

i Nem. VII. 20 (39).

See, for example, 01. I. 51 (82) ; IX. 35 (54).

01. IL 57 (105).
4 That is, the way which Zeus himself takes when he visits his dethroned father

Cronus (now reconciled with him, and become the ruler of the departed spirits in

bliss), in order to advise with him on the destiny of mankind.



INFLUENCE OF THE MYSTERIES. 305

wretched in eternal night. In these, too, he explained himself

more fully as to the existence alternating between the upper
and lower world, by which lofty spirits rise to a still higher
state. He says

1 ' Those from whom Persephone receives an
atonement for their former guilt, their souls she sends, in the

ninth year, to the sun of heaven. From them spring great

kings and men mighty in power and renowned for wisdom,
whom posterity calls sacred heroes among men/ 2

a. It is manifest that between the periods of Homer and

Pindar a great change of opinions took place, which could not

have been effected at once, but must have been produced by the

efforts of many sages and poets. All the Greek religious

poetry treating of death and the world beyond the grave refers

to the deities whose influence was supposed to be exercised in

the dark region at the centre of the earth, and who were

thought to have little connexion with the political and social

relations of human life. These deities formed a class apart
from the gods of Olympus, and were comprehended under the

name of the Chthonian gods.
3 The mysteries of the Greeks

were connected with the worship of these gods alone. That

the love of immortality first found a support in a belief in these

deities appears from the fable of Persephone, the daughter of

Demeter. Every year, at the time of harvest, Persephone
was supposed to be carried from the world above to the dark

dominions of the invisible King of Shadows ('At%jc), but to

return every spring, in youthful beauty, to the arms of her

mother. It was thus that the ancient Greeks described the dis-

appearance and return of vegetable life in the alternations of the

seasons. The changes of nature, however, must have been

considered as typifying the changes in the lot of man
; other-

wise Persephone would have been merely a symbol of the

seed committed to the ground, and would not have become the

queen of the dead. But when the goddess of inanimate nature

1 Thren. fr. 4, ed. Boeckh.
* In order to understand this passage it is to be observed that, according to the

ancient law, a person who had committed homicide must expiate his offence by aa

exile or even servitude of eight years before his guilt was removed.

3
Concerning this distinction, the most important in the Greek religious system,

see ch. II. 5.

VOL. I. x
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had become the queen of the dead, it was a natural analogy

which must have early suggested itself, that the return of Per-

sephone to the world of light also denoted a renovation of life

and a new birth to men. Hence the Mysteries of Demeter,

and especially those celebrated at Eleusis (which at an early

period acquired great renown among all the Greeks), inspired

the most elevating and animating hopes with regard to the

condition of the soul after death. '

Happy
'

(says Pindar of

these mysteries)
1
'is he who has beheld them, and descends

beneath the hollow earth; he knows the end, he knows the

divine origin of life/ and this praise is repeated by all the

most distinguished writers of antiquity who mention the

Eleusinian mysteries.

But neither the Eleusinian nor any other of the established

mysteries of Greece obtained any influence upon the literature

of the nation, since the hymns sung and the prayers recited at

them were only intended for particular parts of the imposing

ceremony, and were not imparted to the public. On the other

hand, there was a society of persons who performed the rites of

a mystical worship, but were not exclusively attached to a par-

ticular temple and festival, and who did not confine their

notions to the initiated, but published them to others, and com-

mitted them to literary works. These were the followers of

Orpheus (ol 'O/o^tKot) ; that is to say, associations of persons,

who, under the guidance of the ancient mystical poet Orpheus,
dedicated themselves to the worship of Bacchus, in which they

hoped to find satisfaction for an ardent longing after the sooth-

ing and elevating influences of religion. The Dionysus to whose

worship these Orphic and Bacchic rites were annexed,
2 was the

Chthonian deity, Dionysus Zagreus, closely connected with

Demeter and Cora, who was the personified expression not only
of the most rapturous pleasure, but also of a deep sorrow for

the miseries of human life. The Orphic legends and poems
related in great part to this Dionysus, who was combined, as an

infernal deity, with Hades
; (a doctrine given by the philosopher

Heraclitus as the opinion of a particular sect) ;

3 and upon

1 Thren. fr. 8, ed. Boeckh.
* T4 'Op^wrA Ka\f&ft.ft>a ical Bax'K<i. Herod. II. 81.

1
Ap. Clem. Alex. Protr. p. 30, Potter.
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vrhom the Orphic theologers founded their hopes of the purifica-

tion and ultimate immortality of the soul. But their mode
of celebrating this worship was very different from the popular
rites of Bacchus. The Orphic worshippers of Bacchus did

not indulge in unrestrained pleasure and frantic enthusiasm,
but rather aimed at an ascetic purity of life and manners. 1

The followers of Orpheus, when they had tasted the mystic
sacrificial feast of raw flesh torn from the ox of Dionysus

(dyio^ay/a), partook of no other animal food. They wore

white linen garments, like Oriental and Egyptian priests, from

whom, as Herodotus remarks, much may have been borrowed

in the ritual of the Orphic worship.

3. It is difficult to determine the time when the Orphic
association was formed in Greece, and when hymns and other

religious songs were first composed in the Orphic spirit.

But, if we content ourselves with seeking to ascertain the

beginning of higher and more hopeful views of death than

those presented by Homer, we find them in the poetry of

Hesiod. In Hesiod's Works and Days, at least, all the heroes

are described as collected by Zeus in the Islands of the Blessed

near the ocean
; according indeed to one verse (which, however,

is not recognised by all critics), they are subject to the domi-

nion of Cronus.1 In this we may see the marks of a great

change in opinion. It became repugnant to men's feelings to

conceive divine beings, like the gods of Olympus and the

Titans, in a state of eternal dissension
; the former selfishly

enjoying undisturbed felicity, and the latter abandoned to all the

horrors of Tartarus. A humaner spirit required a reign of

peace after the rupture of the divine dynasties. Hence the

belief, entertained by Pindar, that Zeus had released the Titans

from their chains
;

3 and that Cronus, the god of the golden

age, reconciled with his son Zeus, still continued to reign, in

the islands of the ocean, over the blessed of a former generation.

In Orphic poems, Zeus calls on Cronus, released from his

1 On this and other points mentioned in the text see Lobeck, Aglaopharmt*,

p. -244.
8
According to v. 169 : Ttj\ov air ddavdruv roiffiv Kpbvos ^SacrtXei/ei, (concern-

ing this reading see Goettling's edition) ;
which verse is wanting in some manuscripts.

3
Zei)j IXvfff Tiravas.

X 2
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chains, to assist him in laying the foundation of the world. There

is also, in other epic poets after Homer, a similar tendency to

lofty and tranquillizing notions. Eugammon, the author of

the Teleffonia,
1

is supposed to have borrowed the part of his

poem which treated of Thesprotia, from Musaeus, the poet of

the mysteries. Thesprotia was a country in which the worship

of the gods of death was peculiarly cultivated. In the

Alcmaeonis, which celebrated Alcmseon, the sou of Amphiaraus,

Zagreus was invoked as the highest of all the gods.
2 The

deity meant in this passage was the god of the infernal regions,

but in a much more elevated sense than that in which Hades is

usually employed. Another poem of this period, the Minyas,

gave an ample description of the infernal regions ; the spirit of

which may be inferred from the fact that this part (which was

called by the name of ' The Descent to Hades ')
is attributed,

among other authors, to Cecrops, an Orphic poet, or even to

Orpheus himself.
3

4. At the time when the first philosophers appeared in

Greece, poems must have existed which diffused, in mythical

forms, conceptions of the origin of the world and the destiny of

the soul, differing from those in Homer. The endeavour to

attain to a knowledge of divine and human things was in Greece

slowly and with difficulty evolved from the religious notions of

a sacerdotal fanaticism; and it was for a long period confined

to the refining and rationalizing of the traditional mythology,
before it ventured to explore the paths of independent inquiry.

In the age of the Seven Sages several persons appeared, who,

(being mainly under the influence of the ideas and rites of

the worship of Apollo,) partly by a pure and holy mode of life,

and partly by a fanatical temper of mind, surrounded them-

selves with a sort of supernatural halo, which makes it difficult

for us to discern their true character. Among these persons
was Epimenides of Crete, an early contemporary of Solon, who
was sent for to Athens, in his character of expiatory priest, to

free it from the curse which had rested upon it since the

Cylonian massacre (about Olymp. 42. B.C. 612). Epimenides

1 See above, ch. VI. 6.

* \\brvia. T^, Zayptv rt Ot&v Toyi/T^proTe wdrruv. Etym. Gud. in v. Zayptfa.
1
^ it*
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was a man of a sacred and marvellous nature, who was brought

up by the nymphs, and whose soul quitted his body, as long and

as often as it pleased ; according to the opinion of Plato and other

ancients, his mind had a prophetic and inspired sense of divine

things.
1 Another and more extraordinary individual of this

class was Abaris, who, about a generation later, appeared in

Greece as an expiatory priest, with rites of purification and

holy songs. In order to give more importance to his mission,

he called himself a Hyperborean; that is, one of the nation

which Apollo most loved, and in which he manifested himself

in person ; and, as a proof of his origin, he carried with him an

arrow which Apollo had given him in the country of the Hyper-
boreans.2

Together with Abaris may be mentioned Aristeas of

Proconnesus, on the Propontis ; who took the opposite direc-

tion, and, inspired by Apollo, travelled to the far north, in

search of the Hyperboreans. He described this marvellous

journey in a poem, called Arimaspea, which was read by

Herodotus, and Greeks of still later date. It consisted of

ethnographical accounts and stories about the northern nations,

mixed with notions belonging to the worship of Apollo. In

this poem, however, Aristeas so far checked his imagination,
that he only represented himself to have penetrated northwards

from the Scythians as far as the Issedones; and he gave as

mere reports the marvellous tales of the one-eyed Arimaspians,
of the griffins which guarded the gold, and of the happy Hyper-
boreans beyond the northern mountains. Aristeas became

quite a marvellous personage : he is said to have accompanied

Apollo, at the founding of Metapontum, in the form of a raven,

and to have appeared centuries afterwards, (viz., when he really

lived, about the time of Pythagoras,) in the same city ef

Magna Grsecia.

1 Whether the oracles, expiatory verses, and poems (as the origin of the Curetes

and Corybantes) attributed to him are his genuine productions cannot now be de-

termined. Damascius, De Princip. p. 383, ascribes to him (after Eudemus) a cos-

mogony, in which the mundane egg plays an important part, as in the Orphic cos-

mogonies.
* This is the ancient form of the stoiy in Herod. IV. 36, the orator Lyeurgus, &c.

According to the later version, which is derived from Heraclides Ponticus, Abaris

was himself carried by the marvellous arrow through the air round the world.

Some expiatory verses and oracles were likewise ascribed to Abaris ;
also an epic

poem, called
' the Arrival of Apollo among the Hyperboreans."
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Pherecydes, of the island of Syros, one of the heads of the

Ionic school, belongs to this class of the sacerdotal sages, inas-

much as he gave a mythical form to his notions about the

nature of things and their internal principles. There are

extant some fragments of a theogony composed by him, which

bear a strange character, and have a much closer resemblance

to the Orphic poems than to those of Hesiod.
1

They show

that by this time the character of the theogonic poetry had been

changed, and that Orphic ideas were in vogue.

5. No name of any literary production of an Orphic poet
before Pherecydes is known

; probably because the hymns and

religious songs composed by the Orphic poets of that time

were destined only for their mystical assemblies, and were in-

dissolubly connected with the rites performed at them. An
extensive Orphic literature first appeared about the time of the

Persian war, when the remains of the Pythagorean order in

Magna Graecia united themselves to the Orphic associations.

The philosophy of Pythagoras had in itself no analogy with the

spirit of the Orphic mysteries; nor did the life, education, and

manners of the followers of Orpheus at all resemble those of the

Pythagorean league in lower Italy. Among the Orphic theo-

logers, the worship of Dionysus was the centre of all religious

ideas, and the starting-point of all speculations upon the world

and human nature. The worship of Dionysus, however, appears
not to have been held in honour in the cities of the Pythago-
rean league ; these philosophers preferred the worship of Apollo
and the Muses, which best suited the spirit of their social and

political institutions. This junction was evidently not formed

till after the dissolution of the Pythagorean league in Magna
Gnecia, and the sanguinary persecution of its members, by the

popular party (about Olymp. 69. I. B.C. 504). It was natural

that many Pythagoreans, having contracted a fondness for

exclusive associations, should seek a refuge in these Orphic con-

venticles, sanctified, as they were, by religion. Several persons

1
Sturz, De PKertcyde p. 40. sqq. The mixture of divine beings (OeoKpaffta), the

god Ophioneus, the unity of Zeus and Eros, and several other things in the Theo-

gony of Pherecydes also occur in Orphic poems. The Cosmogony of Acusilaus

(Damascius, p. 3t3, after Eudemus), in which ^Ether, Eros, and Metis, are made
the children of Erebos and Night, also has an Orphic colour. See below, 6.
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who are called Pythagoreans, and who were known as the

authors of Orphic poems, belong to this period ;
as Cercops,

Brontinus, and Arignote. To Cercops was attributed the great

poem called the ' Sacred Legends
'

(ttpoi Xo-yot),
a complete

system of Orphic theology, in twenty-four rhapsodies ; probably
the work of several persons, as a certain Diognetus was also

called the author of it. Brontinus, likewise a Pythagorean,
was said to be the author of an Orphic poem upon natui'e

a), and of a poem called
' The Mantle and the Net '

Kal SIKTVOV), Orphic expressions symbolical of the

creation. Ai'ignote, who is called a pupil, and even a daughter,
of Pythagoras, wrote a poem called Bacchica. Other Orphic

poets were Persinus of Miletus, Timocles of Syracuse, Zopyrus
of Heraclea, or Tarentum.

The Orphic poet of whom we know the most is Onomacritus,

who, however, was not connected with the Pythagoreans, having
lived with Pisistratus and the Pisistratids, and been held in high
estimation by them, before the dissolution of the Pythagorean

league. He collected the oracles of Musaeus for the Pisistratids;

in which work, the poet Lasus is said (according to Herodotus)
to have detected him in a forgery. He also composed songs for

Bacchic initiations
;
in which he connected the Titans with the

mythology of Dionysus, by describing them as the intended mur-

derers of the young god;
1 which shows how far the Orphic

mythology departed from the Theogony of Hesiod. In the time

of Plato, a considerable number of poems, under the names of

Orpheus and Musseus, had been composed by these persons, and

were recited by rhapsodists at the public games, like the epics

of Homer and Hesiod.2 The Orpheotelests, likewise, an ob-

scure set of mystagogues derived from the Orphic associations,

used to come before the doors of the rich, and promise to release

them from their own sins, and those of their forefathers, by
sacrifices and expiatory songs ; and they produced at this cere-

mony a heap of books of Orpheus and Musseus, \ipon which they

founded their promises.
3

6. In treating of the subjects of this early Orphic poetry,

This is the meaning of the important passage of Pausan. VIII. 37. 3.

2
Plato, Ion, p. 536 B. 3

Plato, Rep. II. p. 364-
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we may remark, first, that there is much difficulty in distin-

guishing it from Orphic productions of the decline of paganism ;

and, secondly, that a detailed explanation of it would involve us

in the mazes of ancient mythology and religion. We will,

therefore, only mention the principal contents of these compo-

sitions ; which will suffice to give an idea of their spirit and

character. We shall take them chiefly from the Orphic cos-

mogony, which later writers designate as the common one (TJ

ffwijOriq), for there were others still more wild and extravagant,

and which probably formed a part of the long poetical col-

lection of ' Sacred Legends/ which has been already mentioned.

We see, at the very outset of the Orphic theogony, an attempt

to refine upon the theogony of Hesiod, and to arrive at higher

abstractions than his chaos. The Orphic theogony placed

Chronos, Time, at the head of all things, and conferred upon it

life and creative power. Chronos was then described as spon-

taneously producing chaos and aether, and forming from chaos,

within the aether, a mundane egg, of brilliant white. The

mundane egg is a notion which the Orphic poets had in com-

mon with many Oriental systems ; traces of it also occur in

ancient Greek legends, as in that of the Dioscuri ; but the Orphic

poets first developed it among the Greeks. The whole essence

of the world was supposed to be contained in this egg, and to

grow from it, like the life of a bird. The mundane egg, which

included the matter of chaos, was impregnated by the winds,

that is, by the aether in motion ;
and thence arose the golden-

winged Eros.
1 The notion of Eros, as a cosmogonic being, is

carried much further by the Orphic poets than by Hesiod. They
also called him Metis, the mind of the world. The name of

Phanes first became common in Orphic poetry of a later date.

The Orphic poets conceived this Eros-Phanes as a pantheistic

being ; the parts of the world forming, as it were, the limbs of

his body, and being thus united into an organic whole. The
heaven was his head, the earth his foot, the sun and moon his

1 This feature is also in the burlesque Orphic cosmogony in Aristoph. A v. 694 ;

according to which the Orphic verse in SchoL Apoll. Rhod. III. 26. should be thus

understood :

Aiirbp (pura xp6"o* (n t Kpiwj) /col fvt<i\ua.ra. irdyra. (in the nominative case)
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eyes, the rising and setting of the heavenly bodies his horns.

An Orphic poet addresses Phanes in the following poetical lan-

guage :

'

Thy tears are the hapless race of men ; by thy laugh
thou hast raised up the sacred race of the gods/ Eros then

gives birth to a long series of gods, similar to that in Hesiod.

By his daughter, Night, he produces Heaven and Earth
; these

then bring forth the Titans, among whom Cronus and Rhea be-

come the parents of Zeus. The Orphic poets, as well as Hesiod,

made Zeus the supreme god at this period of the world. He

was, therefore, supposed to supplant Eros-Phanes, and to unite

this being with himself. Hence arose the fable of Zeus having
swallowed Phanes ; which is evidently taken from the story in

Hesiod, that Zeus swallowed Metis, the goddess of wisdom.

Hesiod, however, merely meant to imply that Zeus knows all

things that concern our weal or woe ; while the Orphic poets go

further, and endow their Zeus with the anima mundi. Accord-

ingly, they represent Zeus as now being the first and last ; the

beginning, middle, and end ; man and woman ; and, in fine,

everything. Nevertheless, the universe was conceived to stand

in different relations to Zeus and to Eros. The Orphic poets

also described Zeus as uniting the jarring elements into one

harmonious structure ;
and thus restoring, by his wisdom, the

unity which existed in Phanes, but which had afterwards been

destroyed, and replaced by confusion and strife. Here we meet

with the idea of a creation, which was quite unknown to the

most ancient Greek poets. While the Greeks of the time of

Homer and Hesiod considered the world as an organic being,

which was constantly growing into a state of greater perfection ;

the Orphic poets conceived the world as having been formed by
the Deity out of pre-existing matter, and upon a predetermined

plan. Hence, in describing creation, they usually employed the

image of a '

crater/ in which the different elements were sup-

posed to be mixed in certain proportions ; and also of a '

peplos/
or garment, in which the different threads are united into one

web. Hence c

Crater/ and '

Peplos/ occur as the titles of Orphic

poems.

7. Another great difference between the notions of the

Orphic poets and those of the early Greeks concerning the order

of the world was, that the former did not limit their views to
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the present state of mankind
;

still less did they acquiesce in

Hesiod's melancholy doctrine of successive ages, each one worse

than the preceding ;
but they looked for a cessation of strife, a

holy peace, a state of the highest happiness and beatitude of

souls at the end of all things. Their firm hopes of this result

were founded upon Dionysus, from the worship ofwhom all their

peculiar religious ideas were derived. According to them,

Dionysus-Zagreus was a son of Zeus, whom he had begotten, in

the form of a dragon, upon his daughter Cora-Persephone, be-

fore she was carried off to the kingdom of shadows. The young
god was supposed to pass through great perils. This was always
an essential part of the mythology of Dionysus, especially as it

was related in the neighbourhood of Delphi ;
but it was con-

verted by the Orphic poets, and especially by Onomacritus, into

the marvellous legend which is preserved by later writers. Ac-

cording to this legend, Zeus destined Dionysus for king, set

him upon the throne of heaven, and gave him Apollo and the

Curetes to protect him. But the Titans, instigated by the jea-

lous Here, attacked him by surprise, having disguised them-

selves under a coating of plaster (a rite of the Bacchic festivals),

while Dionysus, whose attention was engaged with various play-

things, particularly a splendid mirror, did not perceive their

approach. After a long and fearful conflict the Titans over-

came Dionysus, and tore him into seven pieces,' one piece for

each of themselves. Pallas, however, succeeded in saving his

palpitating heart,
2 which was swallowed by Zeus in a drink. As

the ancients considered the heart as the seat of life, Dionysus
was again contained in Zeus, and again begotten by him. Zeus

at the same time avenges the slaughter of his son by striking

and consuming the Titans with his thunderbolts. From their

ashes, according to this Orphic legend, proceeded the race of

men. This Dionysus, torn in pieces and born again, is destined

to succeed Zeus in the government of the world, and to restore

the golden age. In the same system Dionysus was also the god
from whom the liberation of souls was expected ; for, according

to an Orphic notion, more than once alluded to by Plato, human

1 The Orphic poete added Pborcya and Dione to the Titans and Titanides of

Hesiod.

ira\\on{vT)v, an etymological fable.
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souls are punished by being confined in the body, as in a prison.
The sufferings of the soul in its prison, the steps and transitions

by which it passes to a higher state of existence, and its gra-
dual purification and enlightenment, were all fully described in

these poems ;
and Dionysus and Cora were represented as the

deities who performed the task of guiding and purifying the

souls of men.

Thus, in the poetry of the first five centuries of Greek litera-

ture, especially at the close of this period, we find, instead of

the calm enjoyment of outward nature which characterized the

early epic poetry, a profound sense of the misery of human life

and an ardent longing for a condition of greater happiness.
This feeling, indeed, was not so extended as to become common
to the whole Greek nation ; but it took deep root in individual

minds, and was connected with more serious and spiritual views

of human nature.

We will now turn our attention to the progress made by the

Greeks, in the last century of this period, in prose composition.
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CHAPTER XVII.

THE EARLY GREEK PHILOSOPHERS.

i. Opposition of philosophy and poetry among the Greeks ; causes of the intro-

duction of prose writings. 2. The lonians give the main impulse; tendency
of philosophical speculation among the lonians. 3. Retrospect of the theo-

logical speculations of Pherecydes. 4. Thales
;
he combines practical talents

with bold ideas concerning the nature of things. 5. Anaximander, a writer

and inquirer on the nature of things. 6. Anaximenes pursues the physical

inquiries of his predecessors. 7. Heraclitus ; profound character of bis

natural philosophy. 8. Changes introduced by Anaxagoras ; new direction

of the physical speculations of the lonians. 9. Diogenes continues the early

doctrine. Archelaus, an Anaxagorean, carries the Ionic philosophy to Athens.

10. Doctrines of the Eleatics, founded by Xenopbanes ; their enthusiastic

character is expressed in a poetic form. 1 1. Parmenides gives a logical form

to the doctrines of Xenophanes ; plan of his poem. 12. Further development
of the Eleatic doctrine by Melissus and Zeno. 13. Empedocles, akin to

Anaxagoras and the Eleatics, but conceives lofty ideas of his own. 14. Italic

school
; receives its impulse from an Ionian, which is modified by the Doric

character of the inhabitants. Coincidence of its practical tendency with its

philosophical principle.

i. AS the design of this work is to give a history, not of

-l- the philosophy, but of the literature of Greece, we
shall limit ourselves to such a view of the early Greek philoso-

phers as will illustrate the literary progress of the Greek nation.

Philosophy occupies a peculiar province of the human mind
;

and it has its origin in habits of thought which are confined to

a few. It is necessary not only to possess these habits of

thought, but also to be singularly free from the shackles of any

particular system, in order fully to comprehend the speculations
of the ancient Greek philosophers, as preserved in the fragments
and accounts of their writings. Even if a history of physical
and metaphysical speculation among the early Greek philoso-

phers were likely to interest the reader, yet it would be foreign
to the object of the present work, which is intended to illustrate
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the intellectual progress and character of the entire Greek na-

tion. Philosophy, for some time after its origin in Greece, was

as far removed from the ordinary thoughts, occupations, and

amusements of the people, as poetry was intimately connected

with them. Poetry ennobles and elevates all that is most

characteristic of a nation ;
its religion, mythology, political and

social institutions, and manners. Philosophy, on the other

hand, begins by detaching the mind from the opinions and

habits in which it has been bred up ; from the national concep-
tions of the gods and the universe

;
and from the traditionary

maxims of ethics and politics. The philosopher attempts as far

as possible to think for himself; and hence he is led to dis-

parage all that is handed down from antiquity. Hence, too, the

Greek philosophers from the begiuning renounced the orna-

ments of verse ;
that is, of the vehicle which had previously been

used for the expression of every elevated feeling. Philosophical

writings were nearly the earliest compositions in the unadorned

language of common life. It is not probable that they would

have been composed in this form, if they had been intended for

recital to a multitude assembled at games and festivals. It

would have required great courage to break in upon the rhyth-
mical flow of the euphonious hexameter and lyric measures, with

a discourse uttered in the language of ordinary conversation.

The most ancient writings of Greek philosophers were however

only brief records of their principal doctrines, designed to be

imparted to a few persons. There was no reason why the form

of common speech should not be used for these, as it had been

long before used for laws, treaties, and the like. In fact, prose

composition and writing are so intimately connected, that we

may venture to assert that, if writing had become common

among the Greeks at an earlier period, poetry would not have

so long retained its ascendency. We shall indeed find that

philosophy, as it advanced, sought the aid of poetry, in order to

strike the mind more forcibly. And if we had aimed at minute

precision in the division of our subject, we should have passed

from theological to philosophical poetry. But it is more con-

venient to observe, as far as possible, the chronological order of

the different branches of literature, and the dependence of one

upon another ;
and we shall therefore classify this philosophical
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poetry with prose compositions, as being a limited and peculiar

deviation from the usual practice with regard to philosophical

writings.

2. However the Greek philosophers may have sought after

originality and independence of thought, they could not avoid

being influenced in their speculations by the peculiar circum-

stances of their own position. Hence the earliest philosophers

may be classed according to the races and countries to which

they belonged ; the idea of a school (that is, of a transmission of

doctrines through an unbroken series of teachers and disciples)

not being applicable to this period.

The earliest attempts at philosophical speculation were made

by the lonians; that race of the Greeks, which not only had,

in common life, shown the greatest desire for new and various

kinds of knowledge, but had also displayed the most decided

taste for scientific researches into the phenomena of external

nature. From this direction of their inquiries, the Ionic phi-

losophers were called by the ancients,
'

physical philosophers/

or
'

physiologers.' With a boldness characteristic of inexpe-

rience and ignorance, they began by directing their inquiries to

the most abstruse subjects; and, unaided by any experiments
which were not within the reach of a common man, and unac-

quainted with the first elements of mathematics, they endea-

voured to determine the origin and principle of the existence of

all things. If we are tempted to smile at the temerity with

which these lonians at once ventured upon the solution of the

highest problems, we are, on the other hand, astonished at the

sagacity with which many of them conjectured the connexion

of appearances, which they could not fully comprehend without

a much greater progress in the study of nature. The scope of

these Ionian speculations proves that they were not founded on
a priori reasonings, independent of experience. The Greeks

were always distinguished by their curiosity, and their powers
of delicate observation. Yet this gifted nation, even when it

had accumulated a large stock of knowledge concerning natural

objects, seems never to have attempted more than the observa-

tion of phenomena which presented themselves unsought ;
and

never to have made experiments devised by the investigator.

3. Before we pass from these general remarks to an ac-
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count of the individual philosophers of the Ionic school, (takin-
the terra in its most extended sense,) we must mention a man
who is important as forming an intermediate link between the

sacerdotal enthusiasts, Epimenides, Abaris, and others, noticed in

the last chapter, and the Ionic physiologers. PHERECYDES, a

native of the island of Syros, one of the Cyclades, is the earliest

Greek of whose prose writings we possess any remains,
1 and

was certainly one of the first who, after the manner of the

lonians (before they had obtained any papyrus from Egypt),
wrote down their unpolished wisdom upon sheep-skins.

2 But his

prose is only so far prose that it has cast off the fetters of

verse, and not because it expresses the ideas of the writer in a

simple and perspicuous manner. His book began thus :

' Zeus

and Time (Chronos), and Chthonia existed from eternity.

Chthonia was called Earth
(yrj),

since Zeus endowed her with

honour/ Pherecydes next relates how Zeus transformed him-

self into Eros, the god of love, wishing to form the world from

the original materials made by Chronos and Chthonia. ' Zeus

makes (Pherecydes goes on to say) a large and beautiful gar-

ment ; upon it he paints Earth and Ogenos (ocean), and the

houses of Ogenos ; and he spreads the garment over a winged
oak/ 3

It is manifest, without attempting a complete explana-
tion of these images, that the ideas and language of Pherecydes

closely resembled those of the Orphic theologers, and that he

ought rather to be classed with them than with the Ionic

philosophers.

4. Pherecydes lived in the age of the Seven Sages ; one of

whom, THALES OF MILETUS, was the first in the series of the

Ionic physical philosophers. The Seven Sages, as we have

already had occasion to observe, were not solitary thinkers,

whose renown for wisdom was acquired by speculations unin-

telligible to the mass of the people. Their fame, which ex-

1 See chap. XVIII. 3.

3 Herod. V. 58. The expression QepeictSov i<j>0tpa probably gave rise to the

fable that Pherecydes was flayed as a punishment for his atheism
; a charge which

was made against most of the early philosophers.
3 See Sturz, Commentatio de Pherecyde utroque, in his Phcrecydia Fragmenta,

ed. alt. 1824. The genuineness of the fragments is especially proved by the rare

ancient Ionic forms, cited from them by the learned grammarians, Apollonius and

Herodian.
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tended over all Greece, was founded solely on their acts as

statesmen, counsellors of the people in public affairs, and

practical men. This is also true of Thales, whose sagacity in

affairs of state and public economy appears from many anecdotes.

In particular, Herodotus relates that, at the time when the

lonians were threatened by the great Persian power of Cyrus,

after the fall of Croesus, Thales, who was then very old,

advised them to establish an Ionian capital in the middle of

their coast, somewhere near Teos, where all the affairs of their

race might be debated, and to which all the other Ionic cities

might stand in the same relation as the Attic demi to Athens.

At an earlier age, Thales is said to have foretold to the lonians

the total eclipse of the sun, which (either in 610 or 603 B.C.)

separated the Medes from the Lydians in the battle which was

fought by Cyaxares against Halyattes.
1 For this purpose, he

doubtless employed astronomical formulae, which he had ob-

tained, through Asia Minor, from the Chaldeans, the fathers of

Grecian, and indeed of all ancient astronomy ; for his own

knowledge of mathematics could not have reached as far as the

Pythagorean theorem. He is said to have been the first teacher

of such problems as that of the equality of the angles at the

base of an isosceles triangle. In the main, the tendency of

Thales was practical; and, where his own knowledge was in-

sufficient, he applied the discoveries of nations more advanced

than his own in natural science. Thus he was the first who

advised his countrymen, when at sea, not to steer by the Great

Bear, which forms a considerable circle round the Pole; but

to follow the example of the Phoenicians (from whom, accord-

ing to Herodotus, the family of Thales was descended), and to

take the Lesser Bear for their Polar star.
2

Thales was not a poet, nor indeed the author of any written

work, and, consequently, the accounts of his doctrine rest only

upon the testimony of his contemporaries arid immediate suc-

1 If Thales was (as is stated by Eusebius) born in Olymp. 35. i. 8.0.639, ^e wa8

then either twenty-nine or thirty-six years old.

1 This constellation was hence called &ou>tKij. See Schol. Arat. Phcen. 39.

Probably some traditions of this kind served as the basis, of the vavriKr) dffrpo\oyla,

which was attributed to Thales by the ancients, but, according to a more preci.se

account, was the work of a later writer, Phocius of Samoa.
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cessors ;
so that it would be vain to attempt to construct from

them a system of natural philosophy according to his notions.

It may, however, be collected from these traditions that he

considered all nature as endowed with life :

*

Everything (he

said) is full of gods ;'

l and he cited, as proofs of this opinion,

the magnet and amber, on account of their magnetic and electric

properties. It also appears that he considered water as a

general principle or cause ;

2

probably because it sometimes as-

sumes a vapoury, sometimes a liquid form; and therefore

affords a remarkable example of a change of outward appear-

ance. This is sufficient to show that Thales broke through the

common prejudices produced by the impressions of the senses ;

and sought to discover the principle of external forms in moving

powers which lie beneath the surface of appearances.

5. ANAXIMANDER, also a Milesian, is next after Thales.

It seems pretty certain that his little work '

upon nature/

(TTt/oi <vo-we), as the books of the Ionic physiologers were

mostly called, was written in Olymp. 58. 2, B.C. 547, when he

was sixty-four years old.
3 This may be said to be the earliest

philosophical work in the Greek language ; for we can scarcely

give that name to the mysterious revelations of Pherecydes. It

was probably written in a style of extreme conciseness, and in

language more befitting poetry than prose, as indeed appears from

the few extant fragments. The astronomical and geographical

explanations attributed to Anaximander were probably con-

tained in this work. Anaximander possessed a gnomon, or

sun-dial, which he had doubtless obtained from Babylon ;

4

and,

being at Sparta (which was still the focus of Greek civilization),

he made observations by which he determined exactly the

1 In the passage of Aristotle, de Animd, I. 5. the words iravra. irX^pij Be&v elvai,

alone express the traditional account of the doctrine of Thales ; the words tv 5Xy TT\V

il/vxr]v (j.e/juxOal are *ne gloss of Aristotle.

8
'ApXTl, atria. The expression dpxr] was first used by Anaximander.

3 From the statement of Apollodorus, that Anaximander was sixty-four years old

in Olymp. 58. 2. (Diog. Laert. II. 2), and of Pliny (N. H. II. 8.), that the obliquity

of the ecliptic was discovered in Olymp. 58, it may be inferred that Anaximander

mentioned this year in his work. Who else could, at that time, have registered

such discoveries ?

4 Herod. II. 109. Concerning Anaximander's gnomon, see Diog. Laert. II. i,

and others.

VOL. I. Y



322 THE EARLY GREEK PHILOSOPHERS.

solstices and equinoxes, and calculated the obliquity of the

ecliptic.
1

According to Eratosthenes, he was the first who at-

tempted to draw a map ;
in which his object probably was

rather to make a mathematical division of the whole earth,

than to lay down the forms of the different countries composing
it. According to Aristotle, Anaximander thought that there

were innumerable worlds, which he called gods ; supposing these
\

worlds to be beings endowed with an independent power of

motion. He also thought that existing worlds were always

perishing, and that new worlds were always springing into being ; ;

so that motion was perpetual. According to his views, these

worlds arose out of the eternal, or rather indeterminable, sub- 1

stance, which he called TO aireipov ; he arrived at the idea of an

original substance, out of which all things arose, and to which

all things return, by excluding all attributes and limitations.
*
All existing things (he says in an extant fragment) must, in

justice, perish in that in which they had their origin. For one

thing is always punished by another for its injustice (i.e., its in-

justice in setting itself in the place of another), according to

the order of time."

6. ANAXIMENES, another Milesian, according to the general

tradition of antiquity, followed Anaximander, and must, there-

fore, have flourished not long before the Persian war.3 With
him the Ionic philosophy began to approach closer to the

language of argumentative discussion ; his work was composed
in the plain simple dialect of the lonians. Anaximenes, in

seeking to discover some sensible substance, from which out-

ward objects could have been formed, thought that air best

fulfilled the conditions of his problem ; and he showed much

ingenuity in collecting instances of the rarefaction and conden-

sation of bodies from air. This elementary principle of the

lonians was always considered as having an independent power of

1 The obliquity of the ecliptic (that is, the distance of the sun's course from the

equator) must have been evident to any one who observed it with attention
;
but

Anaximander found the means of measuring it, in a certain manner, with the

gnomon.
1

Simplicius ad Aristot. Phys. fol. 6.

* The more precise statements respecting his date are so confused, that it U dif-

ficult to unravel them. See Clinton iu the Philological Museum, vol. I. p. 91.
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motion
;
and as endowed with certain attributes of the divine

essence.
' As the soul in us (says Anaximenes in an extant

fragment),
1 which is air, holds us together, so breath and air

surround the whole world/

7. A person of far greater importance in the history of

Greek philosophy, and especially of Greek prose, is HERACLITUS

OF EPHESUS. The time when he flourished is ascertained to be

about the 69th Olympiad, or B.C. 505. He is said to have

dedicated his work, which was entitled
'

Upon Nature '

(though
titles of this kind were usually not added to books till later

times), to the native goddess of Ephesus, the great Artemis

as if such a destination were alone worthy of it, and he did not

consider it worth his while to give it to the public. The con-

current tradition of antiquity describes Heraclitus as a proud
and reserved man, who disliked all interchange of ideas with

others. He thought that the profound cogitations on the nature

of things which he had made in solitude, were far more valu-

able than all the information which he could gain from others.
' Much learning (he said) does not produce wisdom

; otherwise

it would have made Hesiod wise, and Pythagoras, and again

Xenophanes and Hecatseus." He dealt rather in intimations of

important truths than in popular expositions of them, such as

the other lonians preferred. His language was prose only in-

asmuch as it was free from metrical shackles ; but its expres-

sions were bolder and its tone more animated than those of

many poems. The cardinal doctrine of his natural philosophy

seems to have been, that everything is in perpetual motion,

that nothing has any stable or permanent existence, but that

everything is assuming a new form or perishing.
' We step

(he says, in his symbolical language) into the same rivers and

we do not step into them '

(because in a moment the water is

changed). '"We are and are not' (because no point in our ex-

istence remains fixed).
3 Thus every sensible object appeared to

1
Stobseus, Eclog., p. 296.

2 In Diog. Laert. X. i : Tro\vfj.a.0Lt) v6ov ot; SiSdffKei (better than 0!/). 'HvioSov

yap &v 8l8ae Kal nvOay6prjv, aHOis re BevoQdved re ical 'E/carcuoj'. An important

passage on the first appearance of learning among the Greeks.

3
IIoTajuots rots avrois t/j.(3alvo/j.ev re Kal OVK ^atvofj-ev, elfj.ei> re Kal OVK ffytv,

Heraclit. Alleg. Horn. c. XXIV. p. 84. The image of a stream, into which a person

Y 2
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him, not as something individual, but only as another form of

something else.
' Fire (he says) lives the death of the earth ;

air lives the death of fire
;
water lives the death of air

;
and the

earth that of water;
1

by which he meant that individual things

were only different forms of a universal substance, which mutu-

ally destroy each other. In like manner he said of men and

gods,
' Our life is their death ;

their life is our death;'
2 that is,

he thought that men were gods who had died, and that gods
were men raised to life.

Seeking in natural phenomena for the principle of this per-

petual motion, Heraclitus supposed it to be fire, though he

probably meant, not the fire perceptible by the senses, but a

higher and more universal agent. For, as we have already seen,

he conceived the sensible fire as living and dying, like the other

elements ; but of the igneous principle of life he speaks thus :

1 The unchanging order of all things was made neither by a god
nor a man, but it has always been, is, and will be, the living

fire, which is kindled and extinguished in regular succession.'
3

Nevertheless, Heraclitus conceived this continual motion not to

be the mere work of chance, but to be directed by some power,
which he called ufMpftbni, or fate, and which guided

' the way
upwards and downwards' (his expression for production and de-

struction). 'The sun (he said) will not overstep its path; if it

did, the Erinnyes, the allies of justice, would find it out.'
4 He

recognised in motion an eternal law, which was maintained by
the supreme powers of the universe. In this respect the fol-

lowers of Heraclitus appear to have departed from the wise

example of their teacher ; for the exaggerated Heracliteans

cannot step twice, as it is always different, was used by Heraclitus in several parts

of his work, in order to show that all existing things are in a constant state of flux.

1
Zj; irvp rbv yijs 06.va.rov, *ca2 dijp f ri>i> Tvpbs Odvarov, $5wp fjj TOV dipos

edvarov, yrj rbv OSaroj. Maxim. Tyr. Diss. XXV. p. 260. The expression that one

thing lives the death of another is frequent in the fragments of Heraclitus, and

generally he appears often to use certain fixed phrases.
1

Zufjiev rbv infLvuv Odvarov, reflj'TJita/te*' 5^ rbv tKeLvwv filo*. Philo. AUeg. leg.

p. 60. Heracl. AUtg. Horn. c. XXIV.
1

TUtxruov rbv avrbv a-rdma? o6re Tit 6tdiv o&r dvOpwruv tiroLrjffev, dXX' ty dtl ical

(ffrif Ktu fyrai Tvp delfaor airri/teroi' fitrpa Kal droff^evntfj-evov f^rpa. Clemens

Alex. Strom. V. p. 599.
4 "HXioi otfx irrtppfaerai fjifrpa.' tl Si fi.ii, "Eplvvtt (tit Ahrijs frixovpw. ifvptffov<ru'.

Plutarch, De Exil. c. XI. p. 604.
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(whom Plato in joke calls ot ptovrtQ,
'
the runners') aimed at

proving a perpetual change and motion in all things.

Heraclitus, like nearly all the other philosophers, despised
the popular religion. Their object was, by arguments derived

from their immediate experience, to emancipate themselves from

all traditional opinions, which included not only superstition and

prejudices, but also some of the most valuable truths. Hera-

clitus boldly rejected the whole ceremonial of the Greek religion.
'

They worship images (he said of his countrymen) : just as if

any one were to converse with houses/ 1

Nevertheless, the

opinions of Heraclitus on the important question of the relation

between mind and body agreed with the popular religion and

with the prevailing notions of the Greeks. The primitive beings
of the world were, in the popular creed, both spiritual powers
and material substances ; and Heraclitus conceived the original

matter of the world to be the source of life. On the other

hand, one of the most important changes in the history of the

human mind was produced by Anaxagoras after the time of

Heraclitus, inasmuch as he rejected all the popular notions on

religion and struck into a new path of speculation on sacred

things. Similar opinions had indeed been previously entertained

in the East, and, in particular, the Mosaic conceptions of the

Deity and the world belong to the same class of religious views.

But among the Greeks these views (which the Christian reli-

gion has made so familiar in modern times) were first intro-

duced by Anaxagoras, and were presented by him in a philoso-

phical form ; and having been, from the beginning, much more

opposed than the doctrines of former philosophers to the popu-
lar mythological religion, they tended powerfully, by their rapid

diffusion, to undermine the principles upon which the entire

worship of the ancient gods rested, and therefore prepared the

way for the subsequent triumph of Christianity.

8. ANAXAGORAS, though he is called a disciple of Anaxi-

menes, followed him at some interval of time
;
he flourished at

a period when not only the opinions of the Ionic physical

philosophers, but those of the Pythagoreans and even of the

1 Kal aydXpaffi rovrtouri f8x VTat> VKOIOV et ns 56/uo \w)(T)ve6oiTQ. Clemens

Alex. Cohort, p. 33.
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Eleatics, had been diffused in Greece, and had produced some

influence upon speculation. But since it is impossible to

arrange together the contemporaneous advances of the different

schools or series of philosophers, and since Anaxagoras resem-

bled his Ionic predecessors both in the object of his researches

and his mode of expounding them, we will finish the series of

the Ionic philosophers before we proceed to the Eleatics and

Pythagoreans.
The main events of the life of Anaxagoras are known with

tolerable certainty from concurrent chronological accounts. He 1

was born at Clazomense, in Ionia, in Olymp. 70. i, B.C. 500, |

and came to Athens in Olymp. 81. i, B.C. 456.
1 There he

lived for twenty-five years (which is also called thirty in round 1

numbers), till about the beginning of the Peloponnesian war.
]

At this time there was a faction in the Athenian state whose ;

object it was to shake the power of the great statesman Pericles,

and to lower his credit with the people ;
but before they ven-

tured to make a direct attack upon him, they began by attack-

ing his friends and familiars. Among these was Anaxagoras,
at that time far advanced in age ;

and the freedom of his in-

quiries into Nature had afforded sufficient ground for accusing
him of unbelief in the gods adored by the people. The discre-

pancy of the testimony makes it difficult to ascertain the result

of this accusation; but thus much is certain, that in conse-

quence of it Anaxagoras left Athens in Olymp. 87. 2, B.C. 431.
He died three years afterwards at Lampsacus, in Olymp. 88. i,

B.C. 428, at the age of seventy-two.
The treatise on Nature by Anaxagoras (which was written

late in his life, and therefore at Athens)
2 was in the Ionic

dialect, and in prose, after the example of Anaximenes. The

copious fragments extant 3
exhibit short sentences connected by

particles (as, and, but, for) without long periods. But though

1 In the archonship of Callias, who has been confounded with Callias or Callia-

des, archon in Olymp. 75. i. This time, in the midst of the terrors of the Persian

war, was little favourable to the philosophical studies of Anaxagoras.
After Empedocles was known as a philosopher, Aristot. Metaph. I. 3, where

tpya expresses the entire philosophical performances.
* The longest is in Simplicius ad Aristot. Phys. p. 336. Anaxagorce Praymenta

lUvttrata, ab E. Schaubach, Lipsue, 1827 ; fragm. 8.
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his style was loose, his reasoning was compact and well arranged.
His demonstrations were synthetic, not analytic ;

that is to say,

he subjoined the proof to the proposition to be proved, instead

of arriving at his result by a process of inquiry.
1

The philosophy of Anaxagoras began with his doctrine of

atoms, which, contrary to the opinion of all his predecessors, he

considered as limited in number. He was the first to exclude

the idea of creation from his explanation of nature. 'The

Greets (he said) were mistaken in their doctrine of creation and

destruction ; for nothing is either created or destroyed, but it

is only produced from existing things by mixture, or it is dis-

solved by separation. They should therefore rather call crea-

tion a conjunction, and destruction a dissolution/
2

It is easy
to imagne that Anaxagoras, with this opinion, must have

arrived a the doctrine of atoms which were unchangeable and

imperishable, and which were mixed and united in bodies in

different vays. But since, from the want of chemical know-

ledge, he vas unable to determine the component parts of bodies,

he supposd that each separate body (as bone, flesh, wood,

stone) comsted of corresponding particles, which are the cele-

brated o/.mo[itpetal of Anaxagoras. Nevertheless, to explain

the product'on of one thing from another he was obliged to

assume that ill things contained a portion of all other things,

and that the jarticular form of each body depended upon the

preponderating ingredient. Now, as Anaxagoras maintained

the doctrine th$ bodies are mere matter, without any spon-

taneous power otchauge, he also required a principle of life and

motion beyond th> material world. This he called spirit (t'ouc),

which, he says, ii'the purest and most subtle of all things,

having the most kn wledge and the greatest strength." Spirit

does not obey the u.iversal law of the ofioio/nipeiai,
viz. that of

mixing with every thig it exists in animate beings, but not so

closely combined withthe material atoms as these are with each

1 Hence, for example, the assage concerning production quoted lower down

was not at the beginning, bi followed the propositions about 6/JMOfdpeiai, vote,

and motion.
a

Sirnplicius ad Phys. p 346,'ragm. 22, Schaubach. Concerning the position

see Panzerbieter, de Fragm. Ana^g, Ordine, p. 9, 21.
3 "Eon yap \eirrbrar6v re vd.uv XPW* 1' Kal Ka6a.pura.rov, Kal yvufiijv ye

vepl Tavrbs iratrav fcrx, K<*J Irxfci rylffrov. Simplicius, ubi sup. Fragm. 8, Schaub.
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other. This spirit gave to all those material atoms, which in

the beginning of the world lay in disorder, the impulse by which

they took the forms of individual things and beings. Anaxa-

goras considered this impulse as having been given by the vovc

in a circular direction ; according to his opinion, not only the

sun, moon, and stars, but even the air and the aether, are con-

stantly moving in a circle.
1 He thought that the power of this

circular motion kept all these heavenly bodies (which he sup-

posed to be masses of stone) in their courses. No doctrine of

Anaxagoras gave so much offence, or was considered so dear a

proof of his atheism, as his opinion that the sun, the boantiful

god Helios, who shines upon both mortals and immortals, was

a mass of red-hot iron.
2 How startling must these 3pinions

have appeared at a time when the people were accustomed to

consider nature as pervaded by a thousand divine pown*s ! And

yet these new doctrines rapidly gained the asceudencj, in spite

of all the opposition of religion, poetry, and even the Uws which

were intended to protect the ancient customs and ophions. A
hundred years later Anaxagoras, with his doctrine of vovq, ap-

peared to Aristotle a sober inquirer, as compared wita the wild

speculators who preceded him
;

3

although Aristotle vras aware

that his applications of his doctrines were unsatisactory and

defective. For as Anaxagoras endeavoured to e^lain natural

phenomena, and in this endeavour he, like other natural philo-

sophers, extended the influence of natural causes to its utmost

limits, he of course attempted to explain as mu'h as possible by
his doctrine of circular motion, and to have rcourse as rarely
as possible to the agency of vovq. Indeed, appears that he

only introduced the latter, like a deus ex nachind, when all

other means of explanation failed.

1 The mathematical studies of Anaxagoras appear ikewise to have referred

chiefly to the cirde. He attempted a solution of the prblein of the quadrature of

the circle, and, according to Vitruvius, he instituted sJe inquiries concerning the

optical arrangement of the stage and theatre, which ab depended on properties of

the circle.

1
fiv&pbt Stdrvpot. This opinion concerning the &Bt&nce of the heavenly bodies

was in great measure founded upon the great metric stone which fell at .JSgos

1'otami, on the Hellespont, in Olymp. 78. i
; Ana&goras and Diogenes of Apol-

lunia both spoke of this phenomenon. Boeckh, (]"P- Intcript. Gr. voL II. p. 320.
* Aristot. Met. A. III. p. 984, ed. Berol. : ol< "^l<f>uv iQfoq rap" fUrj \tyovras

TOI>I
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9. Although DIOGENES OF APOLLONIA (in Crete) is not

equal in importance, as a philosopher, to his contemporary

Anaxagoras, he is yet too considerable a writer upon physical

subjects to be here passed over in silence. Without being
either the disciple or the teacher, he was a contemporary, of

Anaxagoras ; and in the direction of his studies he closely fol-

lowed Anaximenes, expanding the main doctrines of this philo-

sopher rather than establishing new principles of his own. He

began his treatise (which was written in the Ionic dialect) with

the laudable principle,
'
It appears to me that every one who

begins a discourse ought to state the subject with distinctness,

and to make the style simple and dignified/
l He then laid

down the principle maintained by all the physical philosophers
who preceded Anaxagoras, viz., that all things are different

forms of the same elementary substance; which principle he

proved by saying that otherwise one thing could not proceed
out of another and be nourished by it. Diogenes, like Anaxi-

menes, supposed this elementary substance to be air, and, as he

conceived it endowed with animation, he found proofs of his

doctrine not only in natural phenomena, but also in the human

soul, which, according to the popular notions of the ancient

Greeks, was breath (^U^T)),
and therefore air. In his explana-

tions of natural appearances Diogenes went into great detail,

especially with regard to the structure of the human body ;
and

he exhibited not only acquirements which are very respectable

for his time, but also a spirit of inquiry and discussion, and a

habit of analytical investigation, which are not to be found even

in Anaxagoras. The language of Diogenes also shows an attempt
at a closer connexion of ideas by means of periodic sentences,

although the difficulty of taking a general philosophical view is

very apparent in his style.
2

Diogenes, like Anaxagoras, lived at Athens, and is said to

have been exposed to similar dangers. A third Ionic physical

philosopher of this time, Archelaus of Miletus, who followed the

1
A6yov iravrbs dpx&V-evov SOK&I pot xpeuv elvai TT}V apxri" dvafJ.(f>iffp^rr]TOv

Trap^x^Oai, rr)v 8t
fpfj.T)i>r)ii)v dirX^ KCU o^/wijc. Diog. Laert. VI. 8 1, IX. 57.

Diogen. Apolloniat. Fragm., ed. F. Panzerbieter (Lipsiae, 1830), Fragra. T.

a
Especially in the fragment in Simplicius ad Aristot. Pkys. p. 32. 6 ; Fragm.

2. ed. Panzerbieter.
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manner of Anaxagoras, is chiefly important from having estab-

lished himself permanently at Athens. It is evident that these

men were not drawn to Athens by any prospect of benefit to

their philosophical pursuits ; for the Athenians at this time

showed a disinclination to such studies, which they ridiculed

under the name of meteorosophy ,
and even made the subject of

persecution. It was undoubtedly the power which Athens had

acquired as the head of the confederates against Persia, and the

oppression of the states of Asia Minor, which drove these

philosophers from Clazomense and Miletus to the independent,

wealthy, and flourishing Athens. And thus these political

events contributed to transfer to Athens the last efforts of Ionic

philosophy, which the Athenians at first rejected as foreign to

their modes of thinking, but which they afterwards understood

and appreciated, and used as a foundation for more extensive

and accurate investigations of their own.

10. But before Athens had reached this pre-eminence in

philosophy, the spirit of speculation was awakened in other parts

of Greece, and had struck into new paths of inquiry. The

Eleatics afford a remarkable instance ofindependent philosophical

research at this period ; for, although lonians by descent, they

departed very widely from their countrymen on the coast of

Asia Minor. Elea, (afterwards Velia, according to the Roman

pronunciation,) was a colony founded in Italy by the Phocaeans,

when, from a noble love of freedom, they had delivered up their

country in Asia Minor to the Persians, and had been forced by
the enmity of the Etruscans and Carthaginians to abandon their

first settlement in Corsica; which happened about the 6ist

Olympiad, B.C. 536. It is probable that XENOPHANES, a native

of Colophon, was concerned in the colonizing of Elea ; he wrote

an epic poem of two thousand verses upon this settlement, as

he had sung the foundation of Colophon ; he has been before

mentioned as an elegiac poet.
1

It appears that poetry was the

main employment of his earlier years, and that he did not attach

himself to philosophy until he had settled at Elea : for there is

no trace of the influence of his Ionic countrymen in his philoso-

phy ; and again his philosophy was established only in Elea, and

1
Chap. X. 16. The verse of Xenophanes, Hri\licos faff 66' 6

Athen. II. p. 54. E., probably refers to the arrival of the army of Cyrus in Ionia.
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never gained a footing among the lonians in Asia Minor. All

the chronological statements are consistent with the supposition
that he flourished in Elea as a philosopher between the 65th
and yoth Olympiads.

1

But, even as a philosopher, Xenophanes
retained the poetic form of composition ;

his work upon nature

was written in epic* language and metre, and he himself recited

it at public festivals after the manner of a rhapsodist.
2 This

deviation from the practice of the Ionic physical philosophers,

(of whom, at least, Anaximander and Anaximenes must have

been known to him,) can hardly be explained by the fact that

he had, upon other subjects, accustomed himself to a poetical

form. Some other and weightier cause must have induced him

to deliver his thoughts upon the nature of things in a more

dignified and pretending manner than his predecessors. This

cause, doubtless, was the elevation and enthusiasm of mind,
which were connected with the fundamental principles of the

Eleatic philosophy.

Xenophanes, from the first, adopted a different principle from

that of the Ionic physical philosophers ; for he proceeded upon
an ideal system, while their system was exclusively founded

upon experience. Xenophanes began with the idea of the god-

head, and showed the necessity of conceiving it as an eternal

and unchanging existence.
3 The lofty idea of an everlasting

and immutable God, who is all spirit and mind,
4 was described

in his poem as the only true knowledge.
t Wherever (he says)

I might direct my thoughts, they always returned to the one

and unchanging being; everything, however I examined it,

resolved itself into the self-same nature/ 5 How he reconciled

1
Especially that he mentioned Pythagoras, and that Heraclitus and Epicharmus

mentioned him. Xenophanes lived at Zancle (Diog. Laert. IX. 18) ; evidently

not till after it had become Ionian, that is, after Olymp. 70. \, B.C. 497. He is

also said to have been alive in the reign of Hiero, Olymp. 75. 3, B.C. 478. (See

Clinton, P. H. ad a. 477).
8 avrbs eppa'^uSfi TCI eavrov.
3 See principally the treatise of Aristotle (or Theophrastus) de Xenophane, Ze-

none, et Gwgid.
4 This idea is expressed in the verse : o&Xoj bpa, oCXos 5 voel, o&Xos 82 T' aicovei.

See Xenophanis Colophonii carminum reliquiae, ed. S. Karsten. Brux. 1830.
5 This is the meaning of the passage in Sext. Empir. Hypot. I. 224.

8-Tnr-rj yap ifjibv vbov eipvffaiui

els tv Tdtrr6 re TTOV dveXvero, irav Si di> [of ?] aid

iravTT) dveXKOfj.et'ov fj.iav eij <f>v<riv lyrad' 6/j.oiav.

The first metaphor is taken from a journey, the second from the balance.
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these doctrines with the evidence of the senses, we are uot

sufficiently informed ; but he does not appear to have worked

out the pantheistic doctrine of one God comprehending all

things with the logical consistency and definiteness of ideas

which we shall find in his successor. Probably, however, he

considered all experience and tradition as mere opinion and

apparent truth. Xenophanes did not hesitate to represent openly

the anthropomorphic conceptions of the Greeks concerning

their gods as mere prejudices.
'
If (said he) oxen and lions

had hands wherewith to paint and execute works as men do,

they would paint gods with forms and bodies like their own ;

horses like horses, oxen like oxen.'
1 Homer and Hesiod, the

poets who developed and established these anthropomorphic

conceptions, were considered by Xenophanes as corruptors of

genuine religion.
' These poets are not contented with ascribing

human qualities and virtues to the gods, but have attributed to

them everything which is a shame and reproach among men,
as thieving, adultery, and deceit.'

"

This is the first decided

manifestation of that discord which henceforth reigned between

poets and philosophers, and, as is well known, was still carried

on with much vehemence in the time of Plato.

ii. Xenophanes was followed by PARMENIDES OF ELBA,

who, as we know from Plato, was born about Olymp. 66. 2, and

passed some time at Athens, when he was about 65 years old.
3

It is therefore possible that in his youth he may have conversed

with Xenophanes, although Aristotle mentions with doubt the

tradition that he was the disciple of the latter philosopher. It

is, however, certain that the philosophy of Parmenides has

much of the spirit of that of Xenophanes, and differs from it

chiefly in having reached a maturer state. The all-comprehen-
siveness of the Deity, which appeared to Xenophanes a refuge

1 Clem. Alex. Strom. V. p. 601. fragm. 6. Karsten.
1 Sext. Enipir. ad Matketn. IX. p. 193. fr. 7. Karsten.
* Pannenidea came, at the age of 65, with Zeno, who was at the age of 40, to

great Panathenaea. (See Plato Parmen. p. 127). Socrates (born in Olymp. 77.

3 or 4) was then ff<p6Spa vtot, but yet old enough to take a part in philosophical dis-

cussions, and therefore probably about the age of 20. Accordingly this philoso-

phical meeting (unless it be a pure invention of Plato) cannot be placed before

Olymp. 82. 3 ;
from which date the rest follows.



PARMENIDES. 333

from the difficulties of metaphysical speculation, was demon-
strated by Parmenides by arguments derived from the idea of

existence. This mode of deductive reasoning from certain

simple fundamental principles (analogous to mathematical rea-

soning) was first employed to a great extent by Parmenides.

His whole philosophy rests upon the idea of existence, which,

strictly understood, excludes the ideas of creation and annihi-

lation. For, as he says himself, in some sonorous verses,
1

1 How could that which exists, first will to exist V how could it

become what it is not ? If it becomes what it is not, it no

longer exists
;
and the same, if it begins to exist. Thus all

idea of creation is extinguished; and annihilation is incre-

dible/ Although in this and other passages the expression of

such abstract ideas in epic metre and language may excite sur-

prise, yet there is great harmony between the matter of Par-

menides and the form in which he has clothed it. His pan-
theistic doctrine of existence, which he pursued into all its

logical consequences, and to which he sacrificed all the evidence

of the senses, appeared to him a great and holy revelation. His

whole poem on nature was composed in this spirit ;
and he

expressed (though in figurative language) his genuine senti-

ments, when he related that ' the coursers which carry men as

far as thought can reach, accompanied by the virgins of the

Sun, brought him to the gates of day and night ; that here

Justice, who keeps the key of the gate, took him by the hand,
addressed him in a friendly manner, and announced to him

that he was destined to know everything, the fearless spirit of

convincing truth, and the opinions of mortals in which no sure

trust is to be placed, &c.'
2 And accordingly his poem, in pur-

suance of the subject mentioned in these verses, began with the

doctrine of pure existence, and then proceeded to an explanation
of the phenomena of external nature. It was given in the form

of a revelation by the goddess Justice, who was described as

passing from the first to the second branch of the subject in the

following manner :

' Here I conclude my sure discourse and

thoughts upon truth ; henceforward hear human opinions, and

1
Ap. Simplic. ad Ariatot. Phys. f. 31. b. V. 80. sqq. in Brandis Commentationes

Eleaticce.

* Sext. Empir. adv. Matkem. VII. it i . Comm. Eleat. V. i sqq.
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listen to the deceitful ornaments of my speech.' Here however

Parmenides evidently disparages his own labours ; for, although

in this second part he departed from his fundamental principle,

still it is clear, from the fragments which exist, that he never

lost sight of his object of bringing the opinions founded on ex-

ternal perceptions, into closer accordance with the knowledge of

pure intellect.

12. As compared with this great luminary of philosophical

pantheism, his successors (whose youth, at least, falls in the

time of which we are treating) appear as lesser lights. It will

be sufficient for our purpose to explain the philosophical cha-

racter of MELISSUS and ZENO. The first was a native of Samos,

and was distinguished as being the general who resolutely de-

fended his city against the Athenians, in the war of Olymp. 85.

i, B.C. 440, and even defeated the Athenian fleet, in the absence

of Pericles. He followed close upon Parmenides, whose doc-

trines he appears to have transferred into Ionic prose ;
and thus

gave greater perspicuity and order to the arguments which the

former had veiled in poetic forms. 1 The other, Zeno of Elea,

a friend and disciple of Parmenides, also developed the doctrines

of Parmenides in a prose work, in which his chief object was

to justify the disjunction of philosophical speculation from the

ordinary modes of thought (Soa). This he did by showing
the absurdities involved in the doctrines of variety, of motion,
and of creation, opposed to that of an all-comprehending sub-

stance. Yet the sophisms seriously advanced by him show how

easily the mind is caught in its own snares, when it mistakes

its own abstractions for realities f and it only depended upon

1 In order to give an example of his manner, we translate a fragment of

Melissusin Simplic. ad Phys. f. 22 b.
' If nothing exists, what can be predicated

of it as of something existing ? But if something exists, it is either produced or

eternal If it is produced, it is produced either from something which exists, or

from something which does not exist. But it is impossible that anything should

be produced from that which does not exist
; for, since nothing which exists is pro-

duced from that which does not exist, much less can abstract existence (rb drXtDj

Hu>) be so produced. In like manner, that which exists cannot be produced from

that which does not xist
; for in that case it would exist without having been pro-

duced. That which exists cannot therefore change. It is, therefore, eternal.
'

3 Thus Zeno, in order to disprove the existence of space (which he sought to

disprove, for the purpose of disproving the existence of motion), argued as follows :

' If space exists, it must be in something ; there must, therefore, be a space con-
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these Eleatics to argue with the same subtlety against the

doctrine of existence and unity, in order to make it appear

equally absurd with those which they strove to confute.

13. Before we turn from the Eleatics to those other philo-

sophers of Italy, to whom the name of Italic has been appro-

priated, we must notice a Sicilian, who is so peculiar both in

his personal qualities and his philosophical doctrines, that he

cannot be classed with any sect, although his opinions were in-

fluenced by those of the lonians, the Eleatics, and the Pytha-

goreans. EMPEDOCLES OF AGRIGENTUM does not belong to so

early a period as might be inferred from the accounts of his

character and actions, which represent him as akin to Epime-
nides or Abaris. It is known that this Empedocles, the son

of Meton,
1

flourished about the eighty-fourth Olympiad, B.C.

^j/l/f,
when he was concerned in the colony of Thurii, which was

established by nearly all the Hellenic races, with unanimous

enthusiasm and great hopes of success, upon the site of the

ruined Sybaris. Aristotle considers him as a contemporary of

Anaxagoras, but as having preceded him in the publication of

his writings. Empedocles was held in high honour by his

countrymen of Agrigentum, and also apparently by the other

Doric states of Sicily. He reformed the constitution of his

native city by abolishing the oligarchical council of the Thou-

sand ; which measure gave such general satisfaction, that the

people are said to have offered him the regal authority. The
fame of Empedocles was, however, principally acquired by im-

provements which he made in the physical condition of large
tracts of country. He destroyed the pestiferous exhalations of

the marshes about Selinus by carrying two small streams

through the swampy grounds, and thus draining off the water.

This act is recorded on some beautiful coins of Selinus, which

are still extant.
2 In other places he blocked up some narrow

valleys with large constructions, and thus screened a town

taining space.' He did not consider that the idea of space is only conceived, in

order to answer the question, In what ? not the question, What ?

1 There was an earlier Empedocles, the father of Meton, who gained the prize

with the race-horse in Olymp. 71.
2
Concerning these coins, see Annali dell' Institute di corrisp. archeologica, 1835,

p. 265.
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from the noxious winds which blew into it ; by which he earned

to himself the title of 'wind averter' (KwXvoavt/jiac;).
1

It is

probable that Empedocles did not couceal his consciousness of

possessing extraordinary intellectual powers, and of rising above

the limited capacities of the mass of mankind
; so that we need

not wonder at his having been considered by his countrymen in

Sicily as a person endowed with supernatural and prophetic

gifts. Among the sharpsighted and sceptical lonians, who were

always seeking to penetrate into the natural causes of appear-

ances, such an opinion could scarcely have gained ground at

this time. But the Dorians in Sicily were as yet accustomed

to connect all new events with their ancient belief in the gods,

and to conceive them in the spirit of their religious traditions.

The poem of Empedocles upon nature also bears the mark of

enthusiasm, both in its epic language and the nature of its con-

tents. At the beginning of it he said, that fate and the divine

will had decreed that, if one of the gods should be betrayed into

defiling his hands with blood, he should be condemned to wander

about for thirty thousand years, far removed from the immortals.

He then described himself to have been exiled from heaven,

for having engaged in deadly conflict, and committed murder.2

As, therefore, since the heroic times of Greece, a fugitive mur-

derer required an expiation and purification ;
so a god ejected

from heaven, and condemned to appear in the likeness of a

man, required some purification that might enable him to re-

sume his original high estate. This purification was supposed
to be in part accomplished by the lofty contemplations of the

poem, which was hence either wholly or in part called a

song of expiation (KaOappoi). According to the idea of the

transmigration of souls, Empedocles supposed that, since his

exile from heaven, he had been a shrub, a fish, a bird, a boy,
and a girl. For the present,

' the powers which conduct souls'

had borne him to the dark cavern of the earth ;

3 and from

1
Empedocles Agrigentinus, de vita et philosophic ejus exposuit, canninum reli-

quias collegit Sturz. Lipsiae. 1805, T. i. p. 49.
1
Fragment ap. Plutarch, de exilio. c. 17. (p. 607). ap. Sturz. v. 3. sqq.

1 V. 362. and v. 9. in Sturz (from Diog. Lae'rt. VIII. 77. and Porphyr. de

antro nymph, c. 8), ought evidently to be connected in the manner indicated in

the text.
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hence the return to divine honours was open to him, as to seers

and poets, and other benefactors of mankind. The great doc-

trine, that Love is the power which formed the world, was pro-

bably announced to him by the Muse whom he invoked, as the

secret by the contemplation of which he was to emancipate him-

self from all the baneful effects of discord.
1

The physical philosophy of Empedocles has much in common
with that of the Eleatics ; and hence Zeno is said to have com-

mented on his poem, that is, probably, he reduced it to the

strict principles of the Eleatic school. It has also much in

common with the philosophy of Anaxagoras; which would it-

self scarcely have arisen, if the Eleatic doctrine of eternal exis-

tence had not been already opposed to that of Heraclitus con-

cerning the flux of things. Empedocles also denied the possi-

bility of creation and destruction, and saw in the processes so

called nothing more than combination and separation of parts ;

like the Eleatics, he held the doctrine of an eternal and im-

perishable existence. But he considered this existence as

having different natures; inasmuch as he supposed that there

are four elements of things. To these he gave mythological

names, calling fire the all-penetrating Zeus, air, the life-giving

Here ; earth (as being the gloomy abode of exiled spirits),

Aidoneus ; and water, by a name of his own, Nestis. These

four elements he supposed to be governed by two principles,

one positive and one negative, that is to say, connecting, creating

love, and dissolving, destroying discord. By the working of

discord the world was disturbed from its original condition,

when all things were at rest in the form of a globe,
' the divine

spheerus ;' and a series of changes began, from which the exist-

ing world gradually arose. Empedocles described and explained,

with much ingenuity, the beautiful structure of the universe,

and treated of the nature of the earth's surface and its produc-

1 This is proved by the passage in Simplic. aAPhys. f. 34. v. 52. sq. Sturz. :

Kai <JM.\6Tt]s fr rdiffiv, for} prJK6s re irXaros re.

rijv (TV vttip Stpicev, /j.t]S' 6fJ.fJ.affiv f)<ro Tedy-trus, &c.

In like manner the Muse says to the poet :

irevffeai' 01) v\fi6v ye fipoTeir) /xT/rtj 6pupev.

v. 331. from Sext. Empir. adv. math. VII. 122. sq. The invocation of the Muse

is in Sext. Empir. adv. Math. VII. 124. v. 341. sq.

VOL. I. z
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tions. In these inquiries he appears to have anticipated some

of the discoveries of modern science. Thus, for example, his

doctrine that mountains and rocks had been raised by a sub-

terranean fire
l

is an anticipation of the theory of elevation esta-

blished by recent geologists ;
and his descriptions of the rude

and grotesque forms of the earliest animals seem almost to show

that he was acquainted with the fossil remains of extinct races.
2

14. We now turn to that class of ancient philosophers

which in Greece itself was called the Italic ;

3 the most obscure

region of the Greek philosophy, as we have no accounts of in-

dividual writings, and scarcely even of individual writers,

belonging to it. Nevertheless, the personal history of PYTHA-

GORAS, the most conspicuous name among the Italic philosophers,

is not so obscure as to compel us to resort to the hypothesis of

an antehistorical Pythagoras, from whom a sort of Pythagorean

religion, together with the primitive constitution of the Italian

cities, was derived, and who had been celebrated in very early

legends as the instructor of Numa and the author of an ancient

civilization and philosophy in Italy.
4 The Greeks who first

made mention of Pythagoras (viz., Heraclitus and Xenophanes)
do not speak of him as a fabulous person. Heraclitus, in

particular, mentions him as a rival whose method of seeking
wisdom differed from his own. There are, moreover, good

grounds for believing the general tradition of antiquity, that

Pythagoras, the son of Mnesarchus, was not a native of the

country in which he acquired such extraordinary honour, but

of the Ionic island of Samos, and that he migrated to Italy
when Samos fell under the tyrannical dominion of Polycrates ;

which migration is placed, with much probability, in Olymp.
62. 4. B.C. 529.* Considering the different characters and dis-

1
Plutarch, dcprimofrig. c. 19. (p. 953).
See ^Elian, Hitt. An. XVI. 29. ap. Sturz. v. 14 sq.

* This appellative is an instance of the limited sense of the name Italia, accord-

ing to which it only comprehends the later Bruttii and Calabria. Otherwise the

Eleatics could not be distinguished from the Italic school.
4 Niebuhr's hypothesis. See bis Hist, of Some, voL I. p. 165. 244. ed. 2. [p.

158. Eng. transl. last ed.].
8 That the ancient chronologists in Cicero de Sepubl. II. 15, fixed 01. 62. 4, as

the year of the arrival of Pythagoras in Italy, is proved by the context. 01. 62. i,

is given as the first year of the reign of Polycrates. Comp. Ch. XIII. 1 1.
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positions of the Hellenic races, it was natural that philosophy,
which seeks to give independence to the mind, and to free it

from prejudices and traditions, should always receive its first

impulse from lonians. The notion of gaining wisdom by one's

own efforts was exclusively Ionic; the Dorians laid greater

stress on the traditions of their fathers, and their hereditary

religion and morality, than on their own speculations. It is

probable that Pythagoras, before he left the Ionic Samos, and

came to Italy, was not very different from such men as Thales

and Anaximauder. He had doubtless an inquiring mind, and

habits of careful observation ; and he probably combined with

mathematical studies (which made their first steps among the

lonians) a knowledge of natural history and of other subjects,

which he increased by travelling.
1 Thus Heraclitus not only

includes him among persons of much knowledge,
2 but says

of him as follows :

(

Pythagoras, the son of Mnesarchus, has

made more inquiries than any other man ; he has acquired

wisdom, knowledge, and mischievous refinement.'
3 But since

this Ionic philosopher found himself, on his arrival at Croton,

among a mixed population of Dorians and Achseans ; and since

his adherents in the neighbouring Doric states were constantly

increasing ;
it is difficult to say whether the opinions and dis-

positions which he had brought with him from Samos, or the

opinions and dispositions of the citizens of Croton and the

neighbouring cities, who received his doctrines, exercised the

greater influence upon him. Thus much, however, is evident,

that speculations upon nature, prompted by the mere love

of truth, could not be in question ; so that the principal efforts

of Pythagoras and his adherents were directed to practical life,

especially to the regulation of political institutions according to

general views of the order of human society. There is no

doubt that Croton, Caulonia, Metapontum, and other cities in

Lower Italy, were long governed, under the superintendence of

1 That Pythagoras acquired his wisdom in Egypt cannot be safely inferred from

Isocrat. Busir. 30 ; the Busiris being a mere rhetorical and sophistical exercise,

in which little regard would be paid to historical truth.
2 See above, 7.
3
HvOay6prjsMvr]ffdpxov l<TTOplr]vtf<rKir)0'ev avOpdnruv n&\iffTa iravruv . . . ^jronjcraro

eavrov vo<f>l-r)v, Tro\vfj.a9irjv, KaKorfx"^"- Diog. Lae'rt. VIII. 6. Iffropl^, according

to the Ionic meaning of the word, is an inquiry founded upon interrogation.

Z 2
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Pythagorean societies, upon aristocratic principles; and that

they enjoyed prosperity at home, and were formidable, from

their strength, to foreign states. And even when, after the de-

struction of Sybarisby the Crotoniats (Olymp. 67. 3. B.C. 510.),

dissensions between the nobles and the people concerning the

division of the territory had led to a furious persecution of the

Pythagoreans ; yet the times returned when Pythagoreans were

again at the head of Italian cities ; for instance, Archytas, the

contemporary of Socrates and Plato, administered the affairs of

Tarentum with great renown. 1
It appears that the individual

influence of Pythagoras was exercised by means of lectures, or

of sayings uttered in a compressed and symbolical form, which

he communicated only to his friends, or by means of the estab-

lishment and direction of the Pythagorean associations and

their peculiar mode of life. For there is no authentic

account of a single writing of Pythagoras, and no fragment
which appears to be genuine. The works which have been at-

tributed to Pythagoras, such as ' the Sacred Discourse '

(it/ooc

Xo-yog), are chiefly forgeries of those Orphic theologers who
imitated the Pythagorean manner, and whose relation to the

genuine Pythagoreans has been explained in a former chapter.
2

The fundamental doctrines of the Pythagorean philosophy ;

viz., that the essence of all things rests upon a numerical rela-

tion ;
that the world subsists by the harmony, or conformity,

of its different elements ; that numbers are the principle of all

that exists ; all these must have originated with the master of

the school. But the scientific development of these doctrines,

in works composed in the Doric dialect (as we find them in

the extant fragments of Philolaus, who lived about the 9Oth

Olympiad, B.C. 420), belongs to a later period. The doctrines

so developed are, that the essence of things consists, not, ac-

cording to the ancient lonians, in an animate substance, nor,

1 It appears that there was a second expulsion of the Pythagoreans from Italy

after the time of Archytas. Lysis, the Pythagorean, seems to have gone, in conse-

quence of it, to Thebes, where he became the teacher of Epaminondas. The jokes
about the Pythagoreans and the UvOayoplfomes, with their strange and singular
mode of life, are not earlier than the middle and new comedy, that is, than the

looth Olympiad ;
this sort of philosophers did not previously exist in Greece.

Meineke, Quant. Seen. I. p. 24. See Theocrit. Id. XIV. 5.

Ch. XVI. 5.
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according to the more recent lonians, in a union of mind and

matter, but in a form dependent upon fixed proportions ; and

that the regularity of these proportions is itself a principle of

production. The doctrines in question derived much support
from mathematical studies, which were introduced by Pythagoras
into Italy, and, as is well-known, were much advanced by him,
until they were there first made an important part of education.

The study of music also promoted the Pythagorean opinions, in

two ways ; theoretically, because the effects of the relations of

numbers were clearly seen in the power of the notes ; and

practically, because singing to the cithara, as used by the

Pythagoreans, seemed best fitted to produce that mental repose
and harmony of soul which the Pythagoreans considered the

highest object of education.
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CHAPTER XVIII.

THE EARLY GREEK HISTORIANS.

i . High antiquity of history in Asia
;
causes of its comparative lateness among

the Greeks. 2. Origin of history among the Greeks. The lonians, par-

ticularly the Milesians, took the lead. 3. Mythological historians ; Cadmus,

Acusilaus. 4. Extensive geographical knowledge of Hecataeus ;
his freer

treatment of native traditions. 5. Pherecydes ;
his genealogical arrangement

of traditions and history. 6. Charon ;
his chronicles of general and special

history. 7. Hellanicus
;
a learned inquirer into mythical and true history.

Beginning of chronological researches. 8. Xanthus, an acute observer.

Dionysius of Miletus, the historian of the Persian wars. 9. General remarks

on the composition and style of the logographers.

i. TT is a remarkable fact, that a nation so intellectual and

-L cultivated as the Greeks, should have been so long

without feeling the want of a correct record of its transactions

in war and peace.

From the earliest times the East had its annals and chroni-

cles. That Egypt possessed a history ascending to a very

remote antiquity, not formed of mythological materials, but

based upon accurate chronological records, is proved by the

extant remains of the work of Manetho. 1 The sculptures on

buildings, with their explanatory inscriptions, afforded a history

of the priests and kings, authenticated by names and numbers ;

and we have still hopes that this will hereafter be completely

deciphered. The kingdom of Babylon also possessed a very

ancient history of its princes ; which Berosus imparted to the

Greeks,
1 as Manetho did the Egyptian history. Ahasuems is

described, in the book of Esther, as causing the benefactors of

1 Manetho, high-priest at Heliopolis in Egypt, wrote under Ptolemy Philadel-

phua (284 B.C). three books of ^Egyptiaca.
1 Berosus of Chalda-a wrote under Antiochus Theoe (262 B.C.) a work called

Babylonica or Chaidaica.
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his throne to be registered in his chronicle,
1 which was read to

him in nights when he could not sleep. Similar registers were

perhaps kept many centuries earlier at the courts of Ecbatana

and Babylon. The ancient sculptures of central Asia have like-

wise the same historical character as those of Egypt : they
record military expeditions, treaties, pacifications of kingdoms,
and the tributes of subject provinces. From the discoveries

which have been recently made, it may be expected that many
more sculptures of this description will be found in different

parts of the ancient kingdom of Assyria. The early concentra-

tion of vast masses of men in enormous cities; the despotic

form of the government ; and the great influence exercised by
the events of the court upon the weal and woe of the entire popu-

lation, directed the attention of millions to one point, and

imparted a deep and extensive interest to the journal of the

monarch's life. Even, however, without these incentives, which

are peculiar to a despotic form of government, the people of

Israel, from the early union of its tribes around one sanctuary,
and under one law, (for the custody of which a numerous priest-

hood was appointed,) recorded and preserved very ancient and

venerable historical traditions.

The difference between these Oriental nations and the

Greeks, with respect to their care in recording their history, is

very great. The Greeks evinced a careless and almost

infantine indifference about the registering of passing events,

almost to the time when they became one of the great nations

of the world, and waged mighty wars with the ancient

kingdoms of the East. The celebration of a bygone age,

which imagination had decked with all its charms, engrossed
the attention of the Greeks, and prevented it from dwelling on

more recent events. The division of the nation into numerous

small states, and the republican form of the governments, pre-

vented a concentration of interest on particular events and

persons ; the attention to domestic affairs was confined within

a narrow circle, the objects of which changed with every

generation. No action, no event, before the great conflict

between Greece and Persia, could be compared in interest with

1 Ba<n\(Kai 5i<t>0tpai; from which Ctesias derived information. Died. II. 32.
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those great exploits of the mythical age, in which heroes from

all parts of Greece were supposed to have borne a part ;

certainly none made so pleasing an impression upon all

hearers. The Greeks required that a work read in public, and

designed for general instruction and entertainment, should

impart unmixed pleasure to the mind ; but, owing to the

dissensions between the Greek republics, their historical tradi-

tions could not but offend some, if they flattered others. In

short, it was not till a late period that the Greeks outgrew
their poetical mythology, and considered contemporary events

as worthy of being thought of and written about. From this

cause, the history of many transactions prior to the Persian

war has perished; but, without its influence, Greek literature

could never have become what it was. Greek poetry, by its

purely fictitious character, and its freedom from the shackles

of particular truth, acquired that general probability, on

account of which Aristotle considers poetry as more philo-

sophical than history.
1 Greek art, likewise, from the late-

ness of the period at which it descended from the ideal

representation of gods and heroes to the portraits of real

men, acquired a nobleness and beauty of form which it could

never have otherwise attained. And, in fine, the intellectual

culture of the Greeks in general would not have taken its

liberal and elevated turn, if it had not rested on a poetical

basis.

2. Writing was probably known in Greece some centuries

before the time of Cadmus of Miletus2

,
the earliest Greek

historian ; but it had not been employed for the purpose of

preserving any detailed historical record. The lists of the

Olympic victors, and of the kings of Sparta and the prytanes
of Corinth, which the Alexandrian critics considered sufficiently

authentic to serve as the foundation of the early Greek chro-

nology ; ancient treaties and other contracts, which it was

important to perpetuate in precise terms ; determinations of

boundaries, and other records of a like description, formed the

first rudiments of a documentary history. Yet this was still

very remote from a detailed chronicle of contemporary events.

1 Aristot. Poet. 9. See above, ch. IV. 5.
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And even when, towards the end of the age of the Seven

Sages, some writers of historical narratives in prose began to

appear among the lonians and the other Greeks, they did not

select domestic and recent events. Instead of this, they began
with accounts of distant times and countries, and gradually
narrowed their view to a history of the Greeks of recent times.

So entirely did the ancient Greeks believe that the daily

discussion of common life and oral tradition were sufficient

records of the events of their own time and country.
The lonians, who throughout this period were the daring

innovators and indefatigable discoverers in the field of intellect,

took the lead in history. They were also the first, who,
satiated with the childish amusement of mythology, began to

turn their keen and restless eyes on all sides, and to seek new

matter for thought and composition. The lonians had a pecu-
liar delight in varied and continuous narration. Nor is it to be

overlooked, that the first Ionian who is mentioned as a

historian, was a Milesian. Miletus, the birth-place of the

earliest philosophers ; flourishing by its industry and commerce ;

the centre of the political movements produced by the spirit of

Ionian independence; and the spot in which the native dialect

was first formed into written Greek prose; was evidently
fitted to be the cradle of historical composition in Greece. If

the Milesians had not, together with their neighbours of Asia

Minor, led a life of too luxurious enjoyment ;
if they had

known how to retain the severe manners and manly character

of the ancient Greeks, in the midst of the refinements and

excitements of later times ; it is probable that Miletus, and not

Athens, would have been the teacher of the world.

3. CADMUS OF MILETUS is mentioned as the earliest

historian, and, together with Pherecydes of Syros, as the

earliest writer of prose. His date cannot be placed much
before the 6oth Olympiad, B.C. 540 j

1 he wrote a history of the

foundation of Miletus (Krtcrie MiArjrov), which embraced the

whole of Ionia. The subject of this history lay in the dim

period, from which only a few oral traditions of an historical

kind, but intimately connected with mythical notions, had been

1 See Clinton, F. H. Vol. II. p. 368, sqq.
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preserved. The genuine work of Cadmus seems to have been

early lost
; the book which bore his name in the time of

Dionysius (that is, the Augustan age) was considered a

forgery.
1

The next historian, in order of time, to Cadmus, was

ACUSILAUS OF ARGOS. Although by descent a Dorian, he

wrote his history in the Ionic dialect, because the lonians

were the founders of the historical style : a practice univer-

sally followed in Greek literature. Acusilaus confined his

attention to the mythical period. His object was to collect

into a short and connected narrative all the events from the

formation of chaos to the end of the Trojan war. It was said

of him that he translated Hesiod into prose :

2 an expression
which serves to characterise his work. He appears, however,
to have related many legends differently from Hesiod, and in

the tone of the Orphic theologers of his own time.3 He seems

to have written nothing which can properly be called history.

4. HECAT^US OF MILETUS, the Ionian, was of a very
different character of mind. With regard to his date, we
know that he was a man of great consideration at the time

when the lonians wished to attempt a revolt against the Persians

under Darius (Olymp. 69. 2. B.C. 503). At that time he came
forward in the council of Aristagoras, and dissuaded the under-

taking, enumerating the nations which were subject to the

Persian king, and all his warlike forces. But if they deter-

mined to revolt, he advised them to endeavour, above all things,

to maintain the sea by a large fleet, and for this purpose to

take the treasures from the temple of Branchidse.
4 This advice

proves Hecataeus to have been a prudent and sagacious man,
who understood the true situation of things. Hecataeus did

not share the prevalent interest about the primitive history of

1
Concerning Xanthus and all the following historians, see the paper

' On
certain early Greek historians mentioned by Dionysius of Halioarnassns,

'

in the

Muteum Criticum, Vol. I. p. 80, 216
; VoL II. p. 90.

1 Clem. Alex. Strom. VI. p. 629 A.
* Ch. XVI. 4, note. For the fragments of Acusilaus see Sturz's edition of

Pherecydes.
4 Herod. V. 36, who calls him'E*ara<o; 6 \oyoTroi6t. The times of the birth and

death of HecaUeus are fixed with less certainty at Olymp. 57, and Olymp. 75. 4.
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his nation, and still less had he the infantine and undoubting
faith which was exhibited by the Argive Acusilaus. He says,

in an extant fragment
1 ' Thus says Hecatseus the Milesian :

these things I write, as they seem to me to be true; for the

stories of the Greeks are manifold and ludicrous, as it appears

to me/ He also shows traces of that perverse system of inter-

pretation which seeks to transmute the marvels of fable into

natural events; as, for example, he explained Cerberus as a

serpent which inhabited the promontory of Tsenarum. But his

attention was peculiarly directed to passing events and the

nature of the countries and kingdoms with which Greece began
to entertain intimate relations. He had travelled much, like

Herodotus, and had in particular collected much information

about Egypt. Herodotus often corrects his statements ; but by
so doing he recognises Hecatseus as the most important of his

predecessors. Hecatseus perpetuated the results of his geogra-

phical and ethnographical researches in a work entitled "Travels

round the Earth' (TlepioSog yije), by which a description of the

coasts of the Mediterranean Sea and of southern Asia as far as

India was understood. The author began with Greece, pro-

ceeding in a book, entitled '

Europe/ to the west, and in another,

entitled
'

Asia/ to the east.
2 Hecatseus also improved and

completed the map of the earth sketched by Anaximander ;

3
it

must have been this map which Aristagoras of Miletus brought
to Sparta before the Ionian revolt, and upon which he showed

the king of Sparta the countries, rivers, and principal cities of

the East. Besides this work, another is ascribed to Hecatseus,

which is sometimes called
'

Histories/ sometimes '

Genealogies/
and of which four books are cited. Into this work, Hecatseus

admitted many of the genealogical legends of the Greeks ; and,

notwithstanding his contempt for old fables, he laid great stress

1 See Demetr. de Elocut. 12. Historicorum Grcec. Antiq. Fragmenta, coll. F.

Creuzer, p. 15.
8 Three hundred and thirty-one fragments of this work are collected in Hecatei

Milesii fragmenta ed. R. H. Klausen. Berolini, 1830. It appears in some cases to

have received additions since its first publication, as was commonly the case with

manuals of this kind. Thus Hecataeua Fr. 27 mentions Capua, which name,

according to Livy, was given to Vulturnum in A. U.C. 315 (B.C. 447)-
3 This is certain from Agathemerus I. i.
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upon genealogies ascending to the mythological period; thus he

made a pedigree for himself, in which his sixteenth ancestor was

a god.
1

Genealogies would afford opportunities for introducing

accounts of different periods ;
and Hecatseus certainly narrated

many historical events in this work,
2

although he did not write

a connected history of the period comprised in it. Hecataeus

wrote in the pure Ionic dialect; his style had great simplicity,

and was sometimes animated, from the vividness of his de-

scriptions.
3

5. PHERECYDES also wrote on genealogies and mythical

history, but did not extend his labours to geography and ethno-

graphy. He was born at Leros, a small island near Miletus,

and afterwards went to Athens
; whence he is sometimes called

a Lerian, sometimes an Athenian. He flourished about the

time of the Persian war. His writings comprehended a great

portion of the mythical traditions ; and, in particular, he gave
a copious account, in a separate work, of the ancient times of

Athens. He was much consulted by the later mythographers,
and his numerous fragments must still serve as the basis of

many mythological inquiries.
4

By following a genealogical line

he was led from Philseus, the son of Ajax, down to Miltiades,

the founder of the sovereignty in the Chersonesus ; he thus

found an opportunity of describing the campaign of Darius

against the Scythians ; concerning which we have a valuable

fragment of his history.

6. CHARON, a native of Lampsacus, a Milesian colony, also

belongs to this generation,
5

although he mentioned some events

which fell in the beginning of the reign of Artaxerxes, Olymp.
78. 4. B.C. 465." Charon continued the researches of Hecatseus

1 Herod. II. 143. As that in Herod. VI. 137.
* AB in the fragment from Longinus de Sublim. 27. Creuzer. Hist. Ant. fr. p. 54.
4 Sturz Pherecydi* fragmenta, ed. altera. Lips. 1824. Whether the ten books

cited by the ancients were published by Pherecydes himself in this order, or

whether they were not separate short treatises of Pherecydes which had been

collected by later editors and arranged as parts of one work, seems doubtful and
difficult of investigation.

*
Dionysius Halic. de Thucyd.jud. 5. p. 818. Reiske places Charon .vith Acusi-

laus, Hecataeua, and others, among the early ; Hellanicus, Xanthus, and others,

among the more recent predecessors of Thucydides.
6 Plutarch. TJiemitt. 27.
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into eastern ethnography. He wrote (as was the custom of

these ancient historians) separate works upon Persia, Lybia,

Ethiopia, &c. He also subjoined the history of his own time,

and he preceded Herodotus in narrating the events of the Persian

war, although Herodotus nowhere mentions him. From the

fragments of his writings which remain, it is manifest that his

relation to Herodotus was that of a dry chronicler to a historian,

under whose hands everything acquires life and character. 1

Charon wrote besides a chronicle
2 of his own country, as several

of the early historians did, who were thence called horographers.

Probably most of the ancient historians, whose names are enume-

rated by Dionysius of Halicarnassus, belonged to this class.
3

7. HELLANICUS OF MYTILENE was almost a contemporary
of Herodotus; we know that at the beginning of the Pelopon-
nesian war he was 65 years old,

4 and still continued to write.

The character of Hellanicus as a mythographer and historian is

essentially different from that of the early chroniclers, such as

Acusilaus and Pherecydes ;
he has far more the character of a

learned compiler, whose object is, not merely to note down

events, but to arrange his materials and to correct the errors of

others. Besides a number of writings upon particular legends
and local fables, he composed a work entitled

'
the Priestesses

of Here of Argos/ in which the women who had filled this

priesthood were enumerated up to a very remote period (on no

better authority than of certain obscure traditions), and various

striking events of the heroic time were arranged in chronological

order, according to this series. Hellanicus could hardly have

been the first who ventured to make a list of this kind, and to

dress it up with chronological dates. Before his time the

priests and temple-attendants at Argos had perhaps employed
their idle hours in compiling a series of the priestesses of Here,
and in explaining it by monuments supposed to be of great

1 Charon's fragments are collected in Creuzer, ibid. p. 89, sq.
8 T

Qpot, corresponding to the Latin annales, ought not to be confounded with

Spot, termini, limites. See Schweigha?user ad. Athen. XI. p. 475 B. XII. 520 D.
8
Eugeon of Samos (above Ch. XI. 16), Deiochus of Proconnesus, Eudemus

of Paros, Democles of Phigalia, Amelesagoras of Chalcedon (or Athens).
* The learned Pamphila in Gellius N. A . XV. 23.
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antiquity.
1 The Carneonica of Hellanicus would be of more

importance for our immediate purpose, as it contained a list of

the victors in the musical and poetical contests of the Carnea at

Sparta (from Olymp. 26. B.C. 6j6},
2 and was therefore one of

the first attempts at literary history. The writings of Hellanicus

contained a vast mass of matter; since, besides the works

already mentioned, he wrote accounts of Phoenicia, Persia, and

Egypt, and also a description of a journey to the renowned

oracle of Zeus-Ammon in the desert of Libya, (the genuineness

of which last work was however doubted). He also descended

to the history of his own time, and described some of the

events between the Persian and Peloponnesian wars, but briefly,

and without chronological accuracy, according to the reproach

of Thucydides.
8. Among the contemporaries of Hellanicus was (according

to the statement of Dionysius) XAXTHUS, the son of Candaules

of Sardis, a Lydian, but one who had received a Greek education.

His work upon Lydia, written in the Ionic dialect, bears, in the

few fragments which remain, the stamp of high excellence.

Some valuable remarks upon the nature of the earth's surface

in Asia Minor, which pointed partly to volcanic agency, and

partly to the extension of the sea ; and precise accounts of the

distinctions between the Lydian races, are cited from it by
Strabo and Dionysius.

3 The passages quoted by these writers

bear unquestionable marks of genuineness; in later times,

however, some spurious works were attributed to Xanthus. In

particular, a work upon magic, which passed current under his

name, and which treated of the religion and worship of

Zoroaster, was indubitably a recent forgery.

A still greater uncertainty prevails with respect to the

writings of DIONYSIUS OF MILETUS, inasmuch as the ancient

1 Instances of similar catalogues of priests (in the concoction of which some

pious fraud must have been employed) are the genealogy of the Butads, which was

painted up in the temple of Athene Polias(Pausan. I. 26. 6, Plutarch X. Oral. 71,

and which doubtless ascended to the ancient hero Butes
;
and the line of the

priests of Poseidon at Halicarnassus, which begins with a son of Poseidon himself,

in Boeckh, Corp. Intcript. Or. No. 2655.

See Ch. XII. a.

* The fragments in Creuzer, ubi sup. p. 135, aq.
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writer of this name was confounded by the Greek critics them-

selves with a much later writer on mythology. It is certain that

the Dionysius, whom Diodorus follows in his account of the Greek

heroic age, belongs to the times of learning and historical

systems ;
he turns the whole heroic mythology into an historical

romance, in which great princes, captains, sages, and benefactors

of mankind take the places of the ancient heroes.
1 Of the works

which appear to belong to the ancient Dionysius, viz., the

Persian histories and the events after Darius (probably a

continuation of the former), nothing precise is known.

9. To the Greek historians before Herodotus modern

scholars have given the common name of logographers, which

is applied by Thucydides to his predecessors. This term,

however, had not so limited a meaning among the ancients; as

logos signified any discourse in prose. Accordingly, the

Athenians gave the same name to writers of speeches, i.e.

persons who composed speeches for others, to be used in courts

of justice. It is however convenient to comprehend these

ancient Greek chroniclers under a common name, since they had

in many respects a common character. All were alike animated

by a desire of recording, for the instruction and entertainment

of their contemporaries, the accounts which they had heard or

collected. But they did this, without attempting, by ingenuity
of arrangement or beauty of style, to produce such an impression
as had been made by works of poetry. The first Greek to whom
it occurred that fiction was not necessary for this purpose, and

that a narrative of true facts might be made intensely interesting,

was Herodotus, the Homer of history.

1 Whether this Dionysius is the Dionysius of Samos cited by Athenaeus, who
wrote concerning the cyclus, or Dionysius Scytobrachion of Mytilene, has not been

completely determined.
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CHAPTER XIX.

HERODOTUS.

i. Events of the life of Herodotus. 2. His travels. 3. Gradual formation

of his work. 4. Its plan. 5. Its leading ideas. 6. Defects and excellen-

cies of his historical researches. 7. Style of his narrative
; character of his

language.

i. TTERODOTU S, the son of Lyxes, was, according to a

XI statement of good authority,
1 born in Olymp. 74. i.

B.C. 484, in the period between the first and second Persian

wars. His family was one of the most distinguished in the

Doric colony of Halicarnassus, and thus became involved in the

civil commotions of the city. Halicarnassus was at that time

governed by the family of Artemisia, the princess who fought so

bravely for the Persians in the battle of Salarnis, that Xerxes

declared that she was the only man among many women.

Lygdamis, the son of Pisindelis, and grandson of Artemisia, was

hostile to the family of Herodotus. He killed Panyasis, who
was probably the maternal uncle of Herodotus, and who will be

mentioned hereafter as one of the restorers of epic poetry ; and

he obliged Herodotus himself to take refuge abroad. His flight

must have taken place about the eighty-second Olympiad,
B.C. 452.

Herodotus repaired to Samos, the Ionic island, where pro-

bably some of his kinsmen resided.2 Samos must be looked

upon as the second home of Herodotus ; in many passages of his

work he shows a minute acquaintance with this island and its

inhabitants, and he seems to take a pleasure in incidentally

mentioning the part played by it in events of importance. It

must have been in Samos that Herodotus imbibed the Ionic

spirit which pervades his history. Herodotus likewise undertook

from Samos the liberation of his native city from the yoke of

Lygdamis ;
and he succeeded in the attempt ;

but the contest

1 Of PamphiU in Gellius ff. A. XV. 13.

Panyasis too U called & Samian.
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between the nobles and the commons having placed obstacles in

the way of his well-intentioned plans, he once more forsook his

native city.

Herodotus passed the latter years of his life at Thurii, the

great Grecian settlement in Italy, to which so many distin-

guished men had intrusted their fortunes. It does not however

follow from this account that Herodotus was among the first

settlers of Thurii ; the numbers of the original colonists doubtless

received subsequent additions. It is certain that Herodotus did

not go to Thurii till after the beginning of the Peloponnesian
war ; since at the beginning of it he must have been at Athens.

He describes a sacred offering, which was on the Acropolis of

Athens, by its position with regard to the Propylaea;
1 now the

Propylaea were not finished till the year in which the Pelopon-
uesian war began. Herodotus likewise evidently appears .to

adopt those views of the relations between the Greek states,

which were diffused in Athens by the statesmen of the party of

Pericles ; and he states his opinion that Athens did not deserve,

after her great exploits in the Persian war, to be so envied and

blamed by the rest of the Greeks ;
which was the case just at

the beginning of the Peloponnesian war. 2

Herodotus settled quietly in Thurii, and devoted the leisure

of his latter years entirely to his work. Hence he is frequently

called by the ancients a Thurian, in reference to the composition
of his history.

2. In this short review of the life of Herodotus we have

taken no notice of his travels, which are intimately connected with

his literary labours. Herodotus did not visit different countries

from the accidents of commercial business or political missions ;

his travels were undertaken from the pure spirit of inquiry, and

for that age they were very extensive and important. Hero-

dotus visited Egypt as high up as Elephantine, Libya, at least

as far as the vicinity of Gyrene, Phoenicia, Babylon, and pro-

bably also Persia
;
the Greek states on the Cimmerian Bosporus,

the contiguous country of the Scythians, as well as Colchis ;

besides which, he had resided in several states of Greece and

1 Herod. V. 77.
8
Compare Herod. VII. 139 with Thuc. II. 8.

VOL. I. A A
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Lower Italy, and had visited many of the temples, even the

remote one of Dodona. The circumstance of his being, in his

capacity of Halicarnassian, a subject of the king of Persia, must

have assisted him materially in these travels ; an Athenian, or a

Greek of any of the states which were in open revolt against

Persia, would have been treated as an enemy, and sold as a

slave. Hence it may be inferred that the travels of Herodotus,

at least those to Egypt and Asia, were performed from Halicar-

nassus in his youth.

Herodotus, of course, made these inquiries with the view of

imparting their results to his countrymen. But it is uncertain

whether he had at that time formed the plan of connecting his

information concerning Asia and Greece with the history of the

Persian war, and of uniting the whole into one great work.

When we consider that an intricate and extensive plan of this

sort had hitherto been unknown in the historical writings of the

Greeks, it can scarcely be doubted that the idea occurred to him
at an advanced stage of his inquiries, and that in his earlier years
he had not raised his mind above the conception of such works

as those of Hecatseus, Charon, and others of his predecessors and

contemporaries. Even at a later period of his life, when he

was composing his great work, he contemplated writing a

separate book upon Assyria ('Aaavpioi Xoyoi) ;
and it seems that

this book was in existence at the time of Aristotle.
1 In fact,

Herodotus might also have made separate books out of the

accounts of Egypt, Persia, and Scythia given in his history ; and

he would, no doubt, have done so, if he had been content to tread

in the footsteps of the logographers who preceded him.

3. It is stated that Herodotus recited his history at different

festivals. This statement is, in itself, perfectly credible, as the

Greeks of this time, when they had finished a composition with

care, and had given it an attractive form, reckoned more upon
oral delivery than upon solitary reading. Thucydides, blaming
the historians who preceded him, describes them as courting the

1
Aristotle, Hist. An. Vin. 18 mentions the account of the siege of Nineveh in

Herodotus (for, although the manuscripts generally read Hesiod, Herodotus is

evidently the more suitable name) ; that is, undoubtedly, the siege which Hero-

dotus, I. 1 06, promises to describe in his separate work on Assyria (comp. I. 184.)
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transient applause of an audience.
1 The ancient chronologists

have also preserved the exact date of a recitation, which took place
at the great Panathensea at Athens, in Olymp. 83. 3. B.C. 446

(when Herodotus was thirty-eight years old). The collections

of Athenian decrees contained a decree proposed by Anytus

(^i]<^iap.a 'A.VVTOV), from which it appeared that Herodotus

received a reward of ten talents from the public treasury.
2 There

is less authority for the story of a recitation at Olympia ; and

least authority of all for the well-known anecdote, that Thucydides
was present at it as a boy,and that he shed tears,drawn forth by his

own intense desire for knowledge, and his deep interest in the

narrative. To say nothing of the many intrinsic improbabilities

of this story, so many anecdotes were invented by the ancients

in order to bring eminent men of the same pursuits into con-

nexion with each other, that it is impossible to give any faith to

it, without the testimony of more trustworthy witnesses.

The public readings of Herodotus (such as that at the Pana-

thenaic festival) must have been confined to detached portions

of his subject, which he afterwards introduced into his work ; for

example, the history and description of Egypt, or the accounts con-

cerning Persia. His great historical work could not have been

composed till the time ofthe Peloponnesian war. Indeed, his his-

tory, and particularly the four last books, are so full of references

and allusions to events which occurred in the first period of the

war,
3 that he appears to have been diligently occupied with the

composition or final revision of it at this time. It is however

very questionable whether Herodotus lived into the second period
of the Peloponnesiau war.4 At all events, he must have been

1
Thucyd. I. i.

2 Plutarch de Malign. Herod. 26.
3 As the expulsion of the ^Eginetans, the surprise of Plataea, the Archidamian

war, and other events. The passages of Herodotus which could not have been

written before this time are, III. 160; VI. 91, 98; VII. 137, 233 ; IX. 73.
4 The passage in IX. 73> which states that the Lacedaemonians, in their devas-

tations of Attica, always spared Decelea and kept at a distance from it (AeKeA^ijs

direxeffOai), cannot be reconciled with the siege of Decelea by Agis in Olymp. 91,

3, B.C. 413. The passages VI. 98 and VII. 170, also contain marks of having
been written before this time. On the other hand, the passage I. 130 appears to

refer to the insurrection of the Medes in Olymp. 93, i, B.C. 408 (Xen. Hell. I. 2,

19): on this supposition, however, it is strange that Herodotus should have called

Darius Nothus by the simple name Darius without any distinctive adjunct.

A A 2
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occupied with his work till his death, for it seems to he in an

unfinished state. There is no obvious reason why Herodotus

should have carried down the war between the Greeks and

Persians to the taking of Sestos, without mentioning any sub-

sequent event of it.
1

Besides, in one place he promises to give

the particulars of an occurrence in a future part of his work
;

:

a promise which is nowhere fulfilled.

4. The plan of the work of Herodotus is formed upon a

notion which, though it cannot in strictness be called true, was

very current in his time, and had even been developed, after

their fashion, by the learned of Persia and Phoenicia, who were

not unacquainted with Greek mythology. The notion is that

of an ancient enmity between the Greeks and the nations of

Asia. The learned of the East considered the rapes of lo,

Medea, and Helen, and the wars which grew out of those

events, as single acts of this great conflict; and their main

object was to determine which of the two parties had first used

violence against the other. Herodotus, however, soon drops
these stories of old times, and turns to a prince whom he

knows to have been the aggressor in his war against the

Greeks. This is Crossus, king of Lydia. He then proceeds
to give a detailed account of the enterprises of Crossus and the

other events of his life ; into which are interwoven as episodes,

not only the early history of the Lydian kings and of their

conflicts with the Greeks, but also some important passages in

the history of the Greek states, particularly Athens and Sparta.
In this manner Herodotus, in describing the first subjugation
of the Greeks by an Asiatic power, at the same time points out

the origin and progress of those states by which the Greeks

were one day to be liberated. Meanwhile, the attack of

Sardis by Cyrus brings the Persian power on the stage in the

place of the Lydian ; and the narrative proceeds to explain the

rise of the Persian from the Median kingdom, and to describe

its increase by the subjugation of the nations of Asia Minor

1 It may, however, be urged against this view, that the secession of the

Spartan* and their allies, the formation of the alliance under the supremacy of

Athens, and the change in the character of the war from defensive to offensive,
made the taking of Sestos a distinctly marked epoch. See Thucyd. I. 80.

Herod. VII. 213.
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and the Babylonians. Whenever the Persians come in contact

with other nations, an account, more or less detailed, is given
of their history and peculiar usages. Herodotus evidently, as

indeed he himself confesses,
1

strives to enlarge his plan by
episodes; it is manifestly his object to combine with the

history of the conflict between the East and West a vivid

picture of the contending nations. Thus to the conquest of

Egypt by Cambyses (Book II.) he annexes a description of the

country, the people, and their history ; the copiousness of

which was caused by his fondness for Egypt, on account of its

early civilization, and the stability of its peculiar institutions

and usages. The history of Cambyses, of the false Smerdis,
and of Darius, is continued in the same detailed manner

(Book III.) ;
and an account is given of the power of Samos,

under Polycrates, and of his tragical end ; by which the

Persian power began to extend to the islands between Asia and

Europe. The institutions established by Darius at the begin-

ning of his reign afford an opportunity of surveying the whole

kingdom of Persia, with all its provinces, and their large

revenues. With the expedition of Darius against the Scythians

(which Herodotus evidently considers as a retaliation for the

former incursions of the Scythians into Asia) the Persian

power begins to spread over Europe (Book IV.). Herodotus

then gives a full account of the north of Europe, of which his

knowledge was manifestly much more extensive than that of

Hecatseus ; and he next relates the great expedition of the

Persian army, which, although it did not endanger the freedom

of the Scythians, first opened a passage into Europe to the

Persians. The kingdom of Persia now stretches on one side

to Scythia, on the other over Egypt to Cyrenaica. A Persian

army is called in by Queen Pheretime against the Barcseaiis ;

which gives Herodotus an opportunity of relating the history of

Cyrene, and describing the Libyan nations, as an interesting

companion to his description of the nations of northern Europe.
While (Book V.) a part of the Persian army, which had

1 Herod. IV. 30. Thus he speaks of the Libyans in the 4th book, only because

he thinks that the expedition of the Satrap Aryandes against Barca was in fact

directed against all the nations of Libya. See IV. 167.
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remained behind after the Scythian expedition, reduces a

portion of the Thracians and the little kingdom of Macedonia

under the power of the great king, the great Ionian revolt

arises from causes connected with the Scythian expedition,

which brings still closer the decisive struggle between Greece

and Persia. Aristagoras, the tyrant of Miletus, seeks aid in

Sparta and Athens for the lonians ; whereupon the historian

takes occasion to continue the history of these and other Greek

states, from the point where he had left it (Book I.) ; and in

particular to describe the rapid rise of the Athenians, after they
had thrown off the yoke of the Pisistratids. The enterprising

spirit of the young republic of Athens is also shown in the

interest taken by it in the Ionian revolt, which was begun in a

rash and inconsiderate manner, and, having been carried on

without sufficient vigour, terminated in a complete defeat

(Book VI.). Herodotus next pursues the constantly increasing

causes of enmity between Greece and Persia ; among which is

the flight of the Spartan king Demaratus to Darius. To this

event he annexes a detailed explanation of the relations and

enmities of the Greek states, in the period just preceding the

first Persian war. The expedition against Eretria and Athens

was the first blow struck by Persia at the mother country of

Greece, and the battle of Marathon was the first glorious

signal that this Asiatic power, hitherto unchecked in its

encroachments, was there at length to find a limit. From
this point the narrative runs in a regular channel, and pursues
to the end the natural course of events

; the preparations for

war, the movements of the army, and the campaign against
Greece itself (Book VII.). Even here, however, the narrative

moves at a slow pace ; and thus keeps the expectation upon
the stretch. The march and mustering of the Persian army
give full time and opportunity for forming a distinct and

complete notion of its enormous force
;
and the negotiations of

the Greek states afford an equally clear conception of their

jealousies and dissensions
; facts which make the ultimate issue

of the contest appear the more astonishing. After the pre-

liminary and undecisive battles of Thermopylae and Artemisium

(Book VIII.), comes the decisive battle of Salamis, which is

described with the greatest vividness and animation. This is
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followed (in Book IX.) by the battle of Platsea, drawn with the

same distinctness, particularly as regards all its antecedents

and circumstances ; together with the contemporaneous battle

of Mycale and the other measures of the Greeks for turning
their victory to account. Although the work seems unfinished,

it concludes with a sentiment which cannot have been placed

casually at the end; viz. that (as the great Cyrus was supposed
to have said)

'
It is not always the richest and most fertile

country which produces the most valiant men/

5. In this manner Herodotus gives a certain unity to his

history ; and, notwithstanding the extent of his subject, which

comprehends nearly all the nations of the world at that time

known, the narrative is constantly advancing. The history of

Herodotus has an epic character, not only from the equable
and uninterrupted flow of the narrative, but also from certain

pervading ideas, which give an uniform tone to the whole. The

principal of these is the idea of a fixed destiny, of a wise

arrangement of the world, which has prescribed to every being
his path ; and which allots ruin and destruction, not only to

crime and violence, but to excessive power and riches, and the

overweening pride which is their companion. In this consists

the envy of the Gods (fyQovoq TUV Otuv), so often mentioned by
Herodotus; by the other Greeks usually called the divine

Nemesis. He constantly adverts, in his narrative, to the

influence of this divine power, the Dtemonion, as he also calls

it. Thus he shows how the deity visits the sins of the ancestors

upon their descendants ; how the human mind is blinded by

arrogance and recklessness
;
how man rushes, as it were, wilfully

upon his own destruction ; and how oracles, which ought to be

warning voices against violence and insolence, mislead from their

ambigiiity, when interpreted by blind passion. Besides the

historical narrative itself, the scattered speeches serve rather to

enforce certain general ideas, particularly concerning the envy
of the gods and the danger of pride, than to characterize the

dispositions, views, and modes of thought of the persons repre-

sented as speaking. In fact, these speeches are rather the

lyric than the dramatic part of the history of Herodotus ;
and

if we compare it with the different parts of a Greek tragedy,

they correspond, not to the dialogue, but to the choral songs.
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Herodotus lastly shows his awe of the divine Nemesis by his

moderation and the firmness with which he keeps down the

ebullitions of national pride. For, if the eastern princes by
their own rashness bring destruction upon themselves, and the

Greeks remain the victors, yet he describes the East, with its

early civilization, as highly worthy of respect and admiration ;

he even points out traits of greatness of character in the hostile

kings of Persia; shows his countrymen how they often owed

their successes to divine providence and external advantages,

rather than to their own valour and ability ; and, on the whole,

is anything but a panegyrist of the exploits of the Greeks. So

little indeed has he this character, that when the rhetorical

historians of later times had introduced a more pretending
account of these events, the simple, faithful, and impartial

Herodotus was reproached with being actuated by a spirit of

calumny, and with seeking to detract from the heroic acts of

his countrymen.
1

6. Since Herodotus saw the working of a divine agency in

all human events, and considered the exhibition of it as the

main object of his history, his aim is entirely different from

that of a historian who regards the events of life merely with

reference to man. Herodotus is, in truth, a theologian and a

poet as well as an historian. The individual parts of his work

are treated entirely in this spirit. His aim is not merely to

give the results of common experience in human life. His

mind is turned to the extraordinaiy and the marvellous. In

this respect his work bears an uniform colour. The great
events which he relates the gigantic enterprises of princes,
the unexpected turns of fortune, and other marvellous occur-

rences harmonize with the accounts of the astonishing

buildings and other works of the East, of the multifarious and

often singular manners of the different nations, the surprising

phenomena of nature, and the rare productions and animals of

the remote regions of the world. Herodotus presented a

picture of strange and astonishing things to his mobile and
curious countrymen. It were vain to deny that Herodotus,

1 Plutarch's Treatise ftpl rijt 'Hpo&brov KaKorjOdas, concerning the malignity of

Herodotus.
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vrhen he does not describe things which he had himself

observed, was often deceived by the misrepresentations of priests,

interpreters, and guides; and, above all, by that propensity to

boasting and that love of the marvellous which are so common
in the East. 1

Yet, without his singlehearted simplicity, his

disposition to listen to every remarkable account, and his admi-

ration (undisturbed by the national prejudices of a Greek) for

the wonders of the Eastern world, Herodotus would never have

imparted to us many valuable accounts, in which recent

inquirers have discovered substantial truth, though mixed with

fable. How often have modern travellers, naturalists, and

geographers, had occasion to admire the truth and correctness

of the observations and information which are contained in the

seemingly marvellous narratives of Herodotus ! It is fortunate

that he was guided by the maxim which he mentions in his

account of the circumnavigation of Africa in the reign of Necho.

Having expressed his disbelief of the statement that the sailors

had the sun on their right hand, he adds :

' I must say what

has been told to me ; but I need not therefore believe all, and

this remark applies to my whole work/

Herodotus must have completely familiarized himself with the

manners and modes of thought of the Oriental nations. The

character of his mind and his style of composition also resemble

the Oriental type more than those of any other Greek ;
and

accordingly his thoughts and expressions often remind us of the

writings of the Old Testament. It cannot indeed be denied that

he has sometimes attributed to the eastern princes ideas which

were essentially Greek ; as, for example, when he makes the

seven grandees of the Persians deliberate upon the respective

advantages of monarchy, aristocracy, and democracy.
2

But, on

the whole, Herodotus seizes the character of an Oriental monarch,
like Xerxes, with striking truth ;

and transports us into the very

midst of the satellites of a Persian despot. It would be more

1
Aristotle, in his Treatise on the Generation of Ani'tnals, III. 5, calls him

'

Hp65oros 6 fj.v6o\ayos,
' Herodotus the story-teller.

'

3 Herod. III. 80. He afterwards (VI. 43) defends himself against the charge of

having represented a Persian as praising democracy, of which the Persians knew

nothing. This passage proves that a part at least of Book III. had been published

before the entire work was completed.
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just to reproach Herodotus with a want of that political discern-

ment, in judging the affairs of the Greek states, which had already

been awakened among the Athenian statesmen of his time.

Moreover, in the events arising from the situation and interests

of states, he lays too much stress on the feelings and passions of

particular individuals ;
and ascribes to Greek statesmen (as, for

instance, the two Cleisthenes of Sicyon and Athens, in reference

to their measures for the division of the people into new tribes)

motives entirely different from those by which they appear, on a

consideration of the case, to have been really actuated. He
likewise relates mere anecdotes and tales, by which the vulgar

explained (and still continue to explain) political affairs
;
where

politicians, such as Thucydides and Aristotle, exhibit the true

character of the transaction.

7. But no dissertation upon the historical researches or the

style of Herodotus can convey an idea of the impression made

by reading his work. To those who have read it, all description

is superfluous. It is like hearing a person speak who has seen

and lived through an infinite variety of the most remarkable

things ; and whose greatest delight consists in recalling the

images of the past, and perpetuating the remembrance of them.

He had eager and unwearied listeners, who were not impatient
to arrive at the end

;
and he could therefore complete every

separate portion of the history, as if it were an independent
narrative. He knew that he had in store other more attractive

and striking events
; yet he did not hurry his course, as he dwelt

with equal pleasure on everything that he had seen or heard.

In this manner, the stream of his Ionic language flows on with

a charming facility. The character of his style (as is natural in

mere narration) is to connect the different sentences loosely to-

gether, with many phrases for the purpose of introducing,

recapitulating, or repeating a subject. These phrases are cha-

racteristic of oral discourse, which requires such contrivances, in

order to prevent the speaker, or the hearer, from losing the

thread of the story. In this, as in other respects, the language
of Herodotus closely approximates to oral narration

;
of all

varieties of prose, it is the furthest removed from a written style.

Long sentences, formed of several clauses, are for the most part
confined to speeches, where reasons and objections are compared,
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conditions are stated, and their consequences developed. But it

must be confessed that where the logical connexion of different

propositions is to be expressed, Herodotus mostly shows a want

of skill, and produces no distinct conception of the mutual

relations of the several members of the argument. But, with

all these defects, his style must be considered as the perfection

of the unperiodic style (the At'ie eipopevT)), the only style

employed by his predecessors, the logographers.
1 To these is to

be added the tone of the Ionic dialect, which Herodotus,

although by birth a Dorian, adopted from the historians who

preceded him,
2 with its uncontracted terminations, its accu-

mulated vowels, and its soft forms. These various elements

conspire to render the work of Herodotus a production as

harmonious and as perfect in its kind as any human work can be.

1 Demetrius de Elocutione, 12.

8
Nevertheless, according to Hermogenes, p. 513, the Ionic dialect of Hecatseus

is alone quite pure ;
and the dialect of Herodotus is mixed with other expressions.
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SECOND PERIOD OF GREEK LITERATURE.

CHAPTER XX.

LITERARY PREDOMINANCE OF ATHENS.

i. Early formation of a national literature in Greece. i. Athens subsequent!

takes the lead in literature and art. Her fitness for this purpose. 3. Concur-

rence of the political circumstances of Athens to the same end. Solon. The

Pisistratids. 4. Great increase in the power of Athens after the Persian war.

5. Administration and policy of Pericles, particularly with respect to art and

literature. 6. Seeds of degeneracy in the Athenian Commonwealth at its most

flourishing period. 7. Causes and modes of the degeneracy. 8. Literature

and art were not affected by the causes of moral degeneracy.

i. /""I REEK literature, so far as we have hitherto followed

VT its progress, was a common property of the different

races of the nation ; each race cultivating that species of com-

position which was best suited to its dispositions and capacities,

and impressing on it a corresponding character. In this man-

ner the town of Miletus in Ionia, the ^Eolians in the island of

Lesbos, the colonies in Magna Graecia and Sicily, as well as

the Greeks of the mother country, created new forms of poetry
and eloquence. The various sorts of excellence thus produced,
did not, after the age of the Homeric poetry, remain the ex-

clusive property of the race among which they originated ; as

popular poems composed in a peculiar dialect are known only
to the tribe by whom the dialect is spoken. Among the Greeks

a national literature was early formed ; every literary work in

the Greek language, in whatever dialect it might be composed,
was enjoyed by the whole Greek nation. The songs of the

Lesbian Sappho aroused the feelings of Solon in his old age,

notwithstanding their foreign JSolian dialect ;' and the researches

1 Ch. XIII. 10.
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of the philosophers of Elea in CEnotria influenced the thoughts
of Anaxagoras when living at Miletus and Athens :

' whence it

may be inferred that the fame of remarkable writers soon spread

through Greece at that time. Even in an earlier age, the

poets and sages used to visit certain cities, which were consi-

dered almost as theatres, where they could bring their powers
and acquirements into public notice. Among these, Sparta
stood the highest, down to the time of the Persian war

; for the

Lacedaemonians, though they produced little themselves, were

considered as sagacious and sound judges of art and philosophy.
1

Accordingly, the principal poets, musicians, and philosophers
of those times are related to have passed a part of their lives at

Sparta.
3

2. But the literature of Greece necessarily assumed a dif-

ferent form, when Athens, raised as well by her political power
and other external circumstances as by the mental qualities of

her citizens, acquired the rank of a capital of Greece, with re

spect to literature and art. Not only was her copious native

literature received with admiration by all the Greeks, but her

judgment and taste were predominant in all things relating to

language and the arts, and decided what should be generally

recognised as the classical literature of Greece, long before the

Alexandrine critics had prepared their canons. There is no

more important epoch in the history of the Greek intellect than

the time when Athens obtained this pre-eminence over her sister

states.

The character of the Athenians peculiarly fitted them to take

this lead. The Athenians were Tonians; and, when their

brethren separated from them in order to found the twelve

cities on the coast of Asia Minor, the foundations of the pecu-

liar character of Ionic civilization had already been laid. The

dialect of the lonians was distinguished from that of the

Dorians and JEolians by clear and broad marks : the worship

1
Chap. XVn. 8.

2
Aristot., Polit. VIII. 5. ol AaKowes . . . . ov fj.avO<ii>orrts S/MS ovvavrai Kplv(u>

6p0>s, ws $cwJ, ra x/wjord Atai TO, pi) xpijarA T>V fi&\C}v.

3 For example, Archilochus, Terpander, Thaletas, Theognis, Pherecydes, Anaxi-

ruander.
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of the gods, which had a peculiarly joyful and serene cast

among the Tonians, had been moulded into fixed national festi-

vals:
1 and some steps towards the development of republican

feeling had already been taken, before this separation occurred.

The boundless resources and mobility of the Ionian spirit are

shown by the astonishing productions of the lonians in Asia

and the islands in the two centuries previous to the Persian

war; viz., the iambic and elegiac poetry, and the germs of

philosophic inquiry and historical composition ; not to mention

the epic poetry, which belongs to an earlier and different period.

The literary works produced during that time by the lonians

who remained behind in Attica, seem poor and meagre, as com-

pared with the luxuriant outburst of literature in Asia Minor :

nor did it appear, till a later period, that the progress of the

Athenian intellect was the more sound and lasting. The ad-

vance of the literature of the lonians in Asia Minor (which

reminds us of the premature growth of a plant taken from a

cold climate and barren soil, and carried to a warmer and more

fertile region), as compared with that of the Athenians, corres-

ponds with the natural circumstances of the two countries.

Ionia had, according to Herodotus, the softest and mildest

climate in Greece ; and, although he does not assign it the first

rank in fertility, yet the valleys of this region (especially that

of the Maeander) were of remarkable productiveness. Attica,

on the other hand, was rocky, and its soil was shallow ;

2

though
not barren, it required more skill and care in cultivation than

most other parts of Greece : hence, according to the sagacious
remark of Thucydides, the warlike races turned by preference to

the fertile plains of Argos, Thebes, and Thessaly, and afforded

an opportunity for a more secure and peaceable development of

social life and industry in Attica. Yet Attica was not deficient

in natural beauties. It had (as Sophocles says in the splendid
chorus in the (Edipus at Colonies)

f

green valleys, in which the

clear-voiced nightingale poured forth her sweet laments, under

1 Hence the Thargelia and Pyanepuia of Apollo, the Anthesteria and Lensea of

Dionysus, the Apaturia and Eleusinia, and many other festivals and religious rites,
'

were common to the lonians and Athenians.
1 T& \dTT6yfUV.
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the shade of the dark ivy, and the sacred foliage of Bacchus,

covering abundant fruit, impenetrable to the sun, and unshaken

by the blasts of all storms.'
' Above all, the clear air, refreshed

and purified by constant breezes, is celebrated as one of the

chief advantages of the climate of Attica, and is described by

Euripides as lending a charm to the productions of the Athenian

intellect.
' Descendants of Erechtheus (the poet says to the

Athenians),
2

happy from ancient times, favourite children of the

blessed gods, you pluck from your sacred unconquered country
renowned wisdom, as a fruit of the soil, and constantly walk,
with graceful step, through the glittering air of your heaven,

where the nine sacred Muses of Pieria are said to have once

brought up the fair-haired Harmony as their common child. It

is also said that the goddess Cypris draws water from the beau-

tifully flowing Cephisus, and breathes over the land mild and

refreshing airs ; and that, twining her hair with fragrant roses,

she sends the gods of love as companions of wisdom, and sup-

porters of virtue/

3. The political circumstances of Attica contributed, in a

remarkable manner, to produce the same effects as its physical

condition. When the lonians settled on the coast of Asia

Minor, they soon discovered their superiority in energy and

military skill to the native Lydian, Carian, and other tribes.

Having obtained possession of the entire coast, they entered

into a friendly relation with these tribes, which, owing to

the early connexion of Lydia with Babylonia and Nineveh,

brought them many luxuries and pleasures from the interior of

Asia. The result was, that when the Lydian monarchy was

strengthened under the Mermnadse, and began to aim at foreign

conquest, the lonians were so enfeebled and corrupted, and

were so deficient in political unity, that they fell an easy prey to

the neighbouring kingdom ; and passed, together with the other

subjects of Croesus, under the power of the Persians. The

Ionic inhabitants of Attica, on the other hand, encompassed,
and often pressed by the manly tribes of Greece, the JEolians,

Boeotians, and Dorians, were forced to keep the sword constantly
in their hands, and were placed in circumstances which re-

1
Soph. (Ed. Col. v. 670.

3
Eurip. Med. v. 824.
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quired much courage and energy, in addition to the openness

and excitability of the Ionic character. Athens, indeed, did

not immediately attain to the proud security which the Spartans

derived from their possession of half Peloponnesus, and their

undisputed mastery of the practice of war. Hence the Athe-

nians were forced to be constantly on the look-out, and to seek

for opportunities of extending their empire. At the same time,

while the Athenians sought to improve their political constitu-

tion, they strove to increase the liberty of the people ;
and a

man like Solon could not have arisen in an Ionian state of

Asia Minor, to become the peaceful regulator of the state with

the approbation of the community. Solon was able to recon-

cile the hereditary rights of the aristocracy with the claims of

the commonalty grown up to manhood : and to combine moral

strictness and order with freedom of action. Few statesmen

shine in so bright a light as Solon; his humanity and warm

sympathies with all classes of his countrymen appear from the

fragments of his elegies and iambics which have been already

cited.
1

After Solon comes the dominion of the Pisistratids, which

lasted, with some interruptions, for fifty years (from 560 to

510 B.C). This government was administered with ability and

public spirit, so far as was consistent with the interests of the

ruling house. Pisistratus was a politic and circumspect prince :

he extended his possessions beyond Attica, and established his

power in the district of the gold mines on the Strymon,"
1

to

which the Athenians subsequently attached so much importance.
In the interior of the country, he did much to promote agricul-

ture and industry, and he is said to have particularly encouraged
the planting of olives, which suited the soil and climate in so

remarkable a manner. The Pisistratids also, like other tyrants,
showed a fondness for vast works of art; the temple of the

Olympian Zeus, built by them, always remained, though only

half-finished, the largest building in Athens. In like manner,

tyrants were fond of surrounding themselves with all the splen-
dour which poetry and other musical arts could give to their

house : and the Pisistratids certainly had the merit of diffusing

1 Ch. X. n, ia. ch. XI. u. * Herod. I. 64 .
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the taste for poetry among the Athenians, and of naturalizing

among them the best literary productions which Greece then

possessed. The Pisistratids were unquestionably the first to in-

troduce the recital of the entire Iliad and Odyssey at the

Panathensea
;

' and the gentle and refined Hipparchus, the son of

Pisistratus, was the means of bringing to Athens the most dis-

tinguished lyric poets of the time, as Anacreon,
2

Simonides,
3 and

Lasus. 4 Some of the collectors and authors of the mystical

poetry also found a welcome reception at the court of the

Pisistratids, as Onomacritus ; whom they took with them, at

their expulsion from Athens, to the court of the King of Persia.
5

But, notwithstanding their patronage of literature and art,

Herodotus is undoubtedly right in stating that it was not till

after the fall of their dynasty, that Athens shot up with the

vigour which can only be derived from the consciousness of

every citizen that he has a share in the common weal.8 This

statement of Herodotus refers, indeed, principally to the war-

like enterprises of Athens, but it is equally true of her intellec-

tual productions. It is, indeed, a remarkable fact that Athens

produced her most excellent works in literature and art in the

midst of the greatest political convulsions, and of her utmost

efforts for self-preservation or conquest. The long dominion of

the Pisistratids, notwithstanding the concourse of foreign poets,

produced nothing more important than the first rudiments of

the tragic drama
;
for the origin of comedy at the country fes-

tivals of Bacchus falls in the time before Pisistratus. On the

other hand, the thirty years between the expulsion of Hippias
and the battle of Salamis (B.C. 510 to 480) was a period marked

by great events both in politics and literature. During this

period, Athens contended with energy and success against her

neighbours in Boeotia and Eubrea, and soon dared to interfere

in the affairs of the lonians in Asia, and to support them in

their revolt against Persia; after which, she received and

warded off the first powerful attack of the Persians upon Greece.

During the same period at Athens, the pathetic tragedies of

Phrynichus, and the lofty tragedies of JSschylus, appeared on

Ch. V. 14.
* Ch. XIII. 11. 8 Ch. XIV. to.

4 Ch. XIV. 14.
o Ch . XVI. 5.

6 Herod. V. 78.

VOL. I. B B
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the stage ; political eloquence was awakened in Themistocles ;

historical researches were commenced by Pherecydes; and

everything seemed to give a promise of the greatness to which

Athens afterwards attained. Even sculpture at Athens did not

flourish under the encouragement which it doubtless received

from the enterprising spirit of the Pisistratids, but first arose

under the influence of political freedom. "While, from B.C. 540,

considerable masters and whole families and schools of brass-

founders, workers in gold and ivory, &c., existed in Argos,

Lacedsemon, Sicyon, and elsewhere, the Athens of the Pisis-

tratids could not boast of a single sculptor; nor is it till the

time of the battle of Marathon, that Antenor, Critias, and

Hegias are mentioned as eminent masters in brass-founding.

But the work for which both Antenor and Hegias were chiefly

celebrated was the brazen statues of Harmodius and Aristogiton,

the tyrannicides and liberators of Athens from the yoke of the

Pisistratids, according to the tradition of the Athenian people.
1

4. The great peril of the Persian war thus came upon a

race of high-spirited and enterprising men, and exercised upon
it the hardening and elevating influence, by which great dangers,

successfully overcome, become the highest benefit to a state.

Such a period withdraws the mind from petty, selfish cares,

and fixes it on great and public objects. At the moment when
half Greece had quailed before the Persian army, the Athenians,

with a fearless spirit of independence, abandon their country to

the ravages of the enemy : embarking in their ships, they
decide the sea-fights in favour of the Greeks, and again they
are in the land-war the steadiest supporters of the Spartans.
The wise moderation with which, for the sake of the general

good, they submitted to the supreme command of Sparta, com-
bined with a bold and enterprising spirit, which Sparta did not

possess, is soon rewarded to an extent which must have exceeded

the most sanguine hopes of the Athenian statesmen. The
attachment of the lonians to their metropolis, Athens, which
had been awakened before the battle of Marathon, soon led to

a closer connexion between nearly all the Greeks of the Asiatic

coast and this state. Shortly afterwards, Sparta withdrew, with

1 Ch. XIII. 17.
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the other Greeks of the mother country, from any further con-

cern in the contest ;
and an Athenian alliance was formed for

the termination of the national war, which was changed, by
gradual yet rapid transitions, into a dominion of Athens over

her allies ; so that she became the sovereign of a large and

flourishing empire, comprehending the islands and coasts of the

./Egean, and a part of the Euxine seas. In this manner, Athens

gained a wide basis for the lofty edifice of political glory which

was raised by her statesmen.

5. The completion of this splendid structure was due to

Pericles, during his administration, which lasted from about

B.C. 464, to his death (B.C. 429). Pericles changed the allies

of Athens into her subjects, by declaring the common treasure

to be the treasure of the Athenian state ; and he resolutely

maintained the supremacy of Athens, by punishing with severity

every attempt at defection. Through his influence, Athens

became a dominant community, whose chief business it was to

administer the affairs of an extensive empire, flourishing in

agriculture, mechanical industry, and commerce. Pericles,

however, did not make the acquisition of this power the highest

object of his exertions, nor did he wish the Athenians to con-

sider it as their greatest good. His aim was to realize in

Athens the idea which he had conceived of human greatness.

He wished that great and noble thoughts should pervade the

whole mass of the ruling people ; and this was in fact the case,

so long as his influence lasted, to a greater degree than has

occurred in any other period of history. Pericles stood among
the citizens of Athens, without any public office which gave
him extensive legal power;

1 and yet he exercised an influence

over the multitude which has been rarely possessed by an here-

ditary ruler. The Athenians saw in him, when he spoke to

the people from the bema, an Olympian Zeus, who had the

1 Pericles was indeed treasurer of the administration (6 tirl rrjs StotK^crews) at

the breaking out of the Peloponnesian war
; but, although this office required an

accurate knowledge of the finances of Athens, it did not confer any legal power.

It is assumed that the times are excepted, in which Pericles was strategus, parti-

cularly at the beginning of the Peloponnesian war, when the slrategus had a very

extensive executive power, because Athens, being in a state of siege, was treated

like a fortified camp.
B B a
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thunder and lightning in his power. It was not the volubility

of his eloquence, but the irresistible force of his arguments, and

the majesty of his whole appearance, which gained him this

appellation : hence a comic poet said of him, that he was the

only one of the orators who left his sting in the minds of his

hearers.
1

The objects to which Pericles directed the people, and for

which he accumulated so much power and wealth at Athens,

mav be best seen in the still extant works of architecture and

sculpture which originated under his administration. The de-

fence of the state being already provided for, through the in-

strumentality of Themistocles, Cimon, and Pericles himself, by
the fortifications of the city and harbour and the long walls,

Pericles induced the Athenian people to expend upon the

decoration of Athens, by works of architecture and sculpture, a

larger part of its ample revenues than was ever applied to this

purpose in any other state, either republican or monarchical.2

This outlay of public money, which at any other period would

have been excessive, was then well-timed ; since the art of

sculpture had just reached a pitch of high excellence, after long
and toilsome efforts, and persons endowed with its magical

powers, such as Phidias, were in close intimacy with Pericles.

Of the surpassing skill with which Pericles collected into one

focus the rays of artistical genius at Athens, no stronger proof
can be afforded, than the fact that no subsequent period, through
the patronage either of Macedonian or Roman princes, pro-

duced works of equal excellence. Indeed, it may be said that

the creations of the age of Pericles are the only works of art

which completely satisfy the most refined and cultivated taste.

TWV prjrdpuv T6 ntvrpov tyKartXenre rots d/c/xw/A&oij. Eupolis in

the Dewi.
1 The annual revenue of Athens at the time of Pericles is estimated at 1000

talents (rather more than 200,000^.) ; of which sum 600 talents flowed from the

tributes of the allies. If we reckon that the Propylaea (with the buildings belonging
to it) coat 20IJ talents, the expense of all the buildings of this time, the Odeon,
the Parthenon, the Propylaea, the temple at Eleusis, and other contemporary

temples in the country, as at Rhamnus and Sunium, together with the sculpture
and colouring, statues of gold and ivory, as the Pallas in the Parthenon, carpets,

Ac., cannot have been less than 8000 talents. And yet all these works fell in the

lul twenty yean of the Pelopouuesian war.



SEEDS OF DEGENERACY. 373

But it cannot have been the intention of Pericles, or of the

Athenians who shared his views, to limit their countrymen to

those enjoyments of art which are derived from the eye. It is

known that Pericles was on terms of intimacy with Sophocles ;

and it may be presumed that Pericles thoroughly appreciated
such works as the Antigone of Sophocles ; since (as we shall

show hereafter) there was a close analogy between the political

principles of Pericles and the poetical character of Sophocles.

Pericles, however, lived on a still more intimate footing with

Anaxagoras, the first philosopher who proclaimed in Greece the

doctrine of a regulating intelligence.
1 The house of Pericles,

particularly from the time when the beautiful and accomplished
Milesian Aspasia presided over it with a greater freedom of in-

tercourse than Athenian usage allowed to wives, was a point of

union for all the men who had conceived the intellectual supe-

riority of Athens. The sentiment attributed by Thucydides to

Pericles in the celebrated funeral oration, that ' Athens is the

school of Greece/ is doubtless, if not in words, at least in sub-

stance, the genuine expression of Pericles.
2

6. It could not be expected that this brilliant exhibition

of human excellence should be without its dark side, or that

the flourishing state of Athenian civilization should be exempt
from the elements of decay. The political position of Athens

soon led to a conflict between the patriotism and moderation of

her citizens and their interests and passions. From the earliest

times, Athens had stood in an unfriendly relation to the rest of

Greece. Even the lonians, who dwelt in Asia Minor, sur-

rounded by Dorians and 2Eolians, did not, until their revolt

from Persia, receive from the Athenians the sympathy com-

mon among the Greeks between members of the same race.

Nor did the other states of the mother country ever so far

recognise the intellectual supremacy of Athens, as to submit to

her in political alliances ;
and therefore Athens never exercised

such an ascendency over the independent states of Greece as

1 The author of the first Aldbiadea (among the Platonic dialogues), p. 118,

unites the philosophical musicians, Pythocleides and Damon, with Anaxagoras, as

friends of Pericles. Pericles is also said to have been connected with Zeno the

Eleatic and Protagoras the sophist.
2
Thucyd. II. 41. fweXtip re X^yw rrjv jraffav Tr6\u> TT?J 'EXXciSos iraiSevtnv elvat.
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was at various times conceded to Sparta. At the very founda-

tion of her political greatness, Athens could not avoid struggling

to free herself from the superintendence of the other Greeks;

and since Attica was not an island, which would have best

suited the views of the Athenian statesmen, Athens was, by
means of immense fortifications, as far as possible isolated from

the land and withdrawn from the influence of the dominant

military powers. The eyes of her statesmen were exclusively

turned towards the sea. They thought that the national cha-

racter of the lonians of Attica, the situation of this peninsula,

and its internal resources, especially its silver mines, fitted

Athens for maritime sovereignty. Moreover, the Persian war

had given her a powerful impulse in this direction ;
and by her

large navy she stood at the head of the confederate islanders and

Asiatics, who wished to continue the war against Persia for

their own liberation and security. These confederates had

before been the subjects of the King of Persia; and had long

been more accustomed to slavish obedience than to voluntary
exertion. It was their refusals and delays, which first induced

Athens to draw the reins tighter, and to assume a supremacy
over them. The Athenians were not cruel and sanguinary by
nature ; but a reckless severity, when there was a question of

maintaining principles which they thought necessary to their

existence, was implanted deeply in their character ;
and circum-

stances too often impelled them to employ it against their

allies. The Athenian policy of compelling so many cities to

contribute their wealth in order to make Athens the focus of

art and cultivation, was indeed accompanied with pride and

selfish patriotism. Yet the Athenians did not reduce millions

to a state of abject servitude, for the purpose of ministering to

the wants of a few thousand persons. The object of their

statesmen, such as Pericles, doubtless was, to make Athens the

pride of the whole confederacy ; that their allies should enjoy
in common with them the productions of Athenian art, and

especially should participate in the great festivals, the Paua-

thensea and Dionysia, on the embellishment of which all the

treasures of wealth and art were lavished.
1

1 There are many grounds for thinking that these festivals were instituted ex-

prewly for the allies, who attended them in large numbers. Prayers were also



CAUSES OF THE DEGENERACY. 375

7. Energy iu action and cleverness in the use of language
1

were the qualities which most distinguished the Athenians

in comparison with the other Greeks, and which are most

clearly seen in their political conduct and their literature. Both

qualities are very liable to abuse. The energy in action degene-
rated into a restless love of adventure, which was the chief cause

of the fall of the Athenian power in the Peloponnesian war,

after the conduct of it had ceased to be directed by the clear

and composed views of Pericles. The consciousness of dexterity
in the use of words, which the Athenians cultivated more than

the other Greeks, induced them to subject everything to dis-

cussion. Hence too arose a copiousness of speech, very striking

as compared with the brevity of the early Greeks, which com-

pressed the results of much reflection in a few words. It is

remarkable that, soon after the Persian war, the great Cimon
was distinguished from his countrymen by avoiding all Attic

eloquence and loquacity.
2

Stesimbrotus, of Thasos, a contem-

porary, observed of him, that the frank and noble were promi-
nent in his character, and that he had the qualities of a Pelo-

ponnesian more than of an Athenian.3 Yet this fluency of the

Athenians was long restrained by the deeply-rooted maxims of

traditional morality ; nor was it till the beginning of the Pelo-

ponnesian war, when a foreign race of teachers, chiefly from the

colonies in the east and west, established themselves at Athens,

that the Athenians learnt the dangerous art of subjecting the

traditional maxims of morality to a scrutinizing examination.

For although this examination ultimately led to the establishing

of morality on a scientific basis, yet it at first gave a powerful

impulse to immoral motives and tendencies, and, at any rate,

publicly offered at the Panathensea for the Plateans (Herod. VI. in.), and at all

great public festivals for the Chians (Theopomp. ap. Schol. Aristoph. Av. 880), who

were nearly the only faithful allies of the Athenians in the Peloponnesian war,

after the defection of the Mytilenseans. Moreover, the colonies, of Athens (i.e.

probably, in general, the cities of the confederacy) offered sacrifices at the Pana-

thensea.

1 rb SpavTripiov Ka.1 rb Seivbv.
3

5eu>6Tr)s and ffrufj,v\ta.

8 In Plutarch, Cimon, c. IV., indeed, Stesimbrotus is not unjustly censured for

his credulity and his fondness for narrating the chronique scandaleuse of those times :

but statements, such as that in the text, founded upon personal observation of the

general state of society, are always very valuable.
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destroyed the habits founded on unreasoning faith. These arts

of the sop/iists for such was the name of the new teachers

were the more pernicious to the Athenians, because the manli-

ness of the Athenian character, which shone forth so nobly

during the Persian war and the succeeding period, had already

fallen off before the Peloponnesian war, under the administra-

tion of Pericles. This degeneracy was owing to the same acci-

dental causes, which produced the noble qualities of the Athe-

nians. Plato says that Pericles made the Athenians lazy,

cowardly, loquacious, and covetous.
1 This severe judgment,

suggested to Plato by his constant repugnance to the practical

statesmen of his time, cannot be considered as just ; yet it must

be admitted that the principles of the policy of Pericles were

closely connected with the demoralization so bluntly described

by Plato. By founding the power of the Athenians on domi-

nion of the sea, he led them to abandon land-war and the mili-

tary exercises requisite for it, which had hardened the old

warriors of Marathon. In the ships, the rowers played the

chief part, who, except in times of great danger, consisted not

of citizens, but of mercenaries; so that the Corinthians in

Thucydides about the beginning of the Peloponnesian war justly
describe the power of the Athenians as being rather purchased
with money than native.

2 In the next place, Pericles made the

Athenians a dominant people, whose time was chiefly devoted

to the business of governing their widely extended empire.
Hence it was necessary for him to provide that the common
citizens of Athens should be able to gain a livelihood by their

attention to public business ; and accordingly it was contrived

that a considerable part of the large revenues of Athens should

be distributed among the citizens, in the form of wages for

attendance in the courts of justice, the public assembly, and the

council, and also on less valid grounds, for example, as money
for the theatre. Those payments to the citizens for their share

in the public business were quite new in Greece ;
and many

well-disposed persons considered the sitting and listening in the

Pnyx and the courts of justice as an idle life in comparison

1 Plat. Gorff. p. 515 E.

Thucyd. I. m. Comp. Plutarch, Pericl. 9.
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with the labour of the ploughman and vinegrower in the coun-

try. Nevertheless, a considerable time elapsed before the bad

qualities developed by these circumstances so far prevailed as to

overcome the noble habits and tendencies of the Athenian

character. For a long time the industrious cultivators, the

brave warriors, and the men of old-fashioned morality were

opposed, among the citizens of Athens, to the loquacious, luxu-

rious, and dissolute generation who passed their whole time in

the market-place and courts of justice. The contest between

these two parties is the main subject of the early Attic comedy ;

and accordingly we shall recur to it in connexion with Aristo-

phanes.

8. Literature and art, however, were not, during the Pelo-

ponnesian war, affected by the corruption of morals. The
works of this period which the names of JEschylus, Sophocles,
and Phidias are sufficient to call to our minds exhibit not only
a perfection of form, but also an elevation of soul and a grandeur
of conception, which fill us almost with as much admiration for

those whose minds were sufficiently mature and strong to en-

joy such works of art, as for those who produced them. Pericles,

whose whole administration was evidently intended to diffuse a

taste for genuine beauty among the people, could justly use the

words attributed to him by Thucydides :

' We are fond of beauty
without departing from simplicity, and we seek wisdom without

becoming effeminate/
' A step farther, and the love of genuine

beauty gave place to a desire for evil pleasures, and the love of

wisdom degenerated into a habit of idle logomachy.
We now turn to the drama, the species of poetry which pecu-

liarly belongs to the Athenians; and we shall here see how the

utmost beauty and elegance were gradually developed out of

rude, stiff, antique forms.

1
Thucyd. II. 40. (f>t\OKa\ov/j.ev y&p /tier* ei/reXe/as, Kal <j>i\o<ro<j>ovfi.v &vfu

jtaXa/day. The word ei/rAeia is not to be understood as if the Athenians did not

expend large sums of public money upon works of art
;
what Pericles means is,

that the Athenians admired the simple and severe beauty of art alone, without seek-

ing after glitter and magnificence.
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CHAPTER XXI.

ORIGIN OF THE GREEK DRAMA.

i . Causes of dramatic poetry in Greece. i . The invention of dramatic poetry

peculiar to Greece. 3. Origin of the Greek drama from the worship of Bac-

chus. 4. Earliest, or Doric form of tragedy, a choral or dithyrambic song iu

the worship of Bacchus. 5. Connexion of the early tragedy with a chorus of

satyrs. 6. Improvement of tragedy at Athens by Thespis ; 7. by Phry-
nichus

; 8. and by Choerilus. Cultivation of the satyric drama by the latter.

9. The satyric drama completely separated from tragedy by Pratinas.

*

i. ^T^HE spirit of an age is, in general, more completely
J- and faithfully represented by its poetry than by any

branch of prose composition ; and, accordingly, we may best

trace the character of the three different stages of civilization

among the Greeks in the three grand divisions of their poetry.
The epic poetry belongs to a period when, during the continu-

ance of monarchical institutions, the minds of the people were

impregnated and swayed by legends handed down from antiquity.

Elegiac, iambic, and lyric poetry arose in the more stirring and

agitated times which accompanied the development of republican

governments ; times in which each individual gave vent to his

personal aims and wishes, and all the depths of the human
breast were unlocked by the inspirations of poetry. And now

when, at the summit of Greek civilization, in the very prime of

Athenian power and freedom, we see dramatic poetry spring up,
as the organ of the prevailing thoughts and feelings of the time,

and throwing all other varieties of poetry into the shade, we are

naturally led to ask, how it comes that this style of poetry agreed
so well with the spirit of the age, and so far outstripped its

competitors in the contest for public favour?

Dramatic poetry, as the Greek name plainly declares, repre-
sents actions ; which are not (as in the epos) merely narrated,

but seem to take place before the eyes of the spectator. Yet
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this external appearance cannot constitute the essential difference

between dramatic and epic poetry : for, since the events thus

represented do not really happen at the moment of their repre-

sentation ; since the speech and actions of the persons in the

drama are only a fiction of the poet, and, when successful, an

illusion to the spectator ;
it would follow that the whole dif-

ference turned upon a mere deception. The essence of this style

of poetry has a much deeper source
; viz., the state of the poet's

mind, when engaged in the contemplation of his subject. The

epic poet seems to regard the events which he relates, from afar,

as objects of calm contemplation and admiration, and is always
conscious of the great interval between him and them

; while

the dramatist plunges, with his entire soul, into the scenes of

human life, and seems himself to experience the events which

he exhibits to our view. He experiences them in a two-fold

manner : first, because in the drama, actions (as they arise out

of the depths of the human heart) are represented as completely
and as naturally as if they originated in our own breasts

;
se-

condly, because the effect of the actions and fortunes of the per-

sonages upon the sympathies of other persons in the drama itself

is exhibited with such force, that the listener feels himself con-

strained to like sympathy, and powerfully attracted within the

circle of the drama. This second means, the strong sympathy
in the action of the drama, was, at the time when this style of

poetry was developing itself, by far the most important ; and

hence arose the necessity of the chorus, as a participator in the

fortunes of the principal characters in the drama of this period.

Another similar fact is that the Greek drama did not originate

from the narrative, but from a branch of lyric poetry. The

latter point, however, we shall examine hereafter. At present,

we merely consider the fact that the drama comprehends and

develops the events of human life with a force and depth which

no other style of poetry can reach ; and that these admit only
of a dramatic treatment, while outward nature is best described

in epic and lyric poetry.

2. If we carry ourselves in imagination back to a time when

dramatic composition was unknown, we must acknowledge that

its creation required great boldness of mind. Hitherto the bard

had only sung of gods and heroes, as elevated beings, from an-
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cient traditions ;
it was, therefore, a great change for the poet

himself to come forward all at once in the character of the god
or hero ; in a nation which, even in its amusements, had always
adhered closely to established usage. It is true that there is

much in human nature which impels it to dramatic representa-

tions ; namely, the universal love of imitating other persons, aud

the childlike liveliness with which a narrator, strongly impressed
with his subject, delivers a speech which he has heard, or, perhaps,

only imagined. Yet there is a wide step from these disjointed

elements to the genuine drama; and it seems that no nation

except the Greeks ever made this step. The Old Testament

contains narratives interwoven with speeches and dialogues, as

the Book of Job; and lyric poems placed in a dramatic con-

nexion, as Solomon's Song ;
but we nowhere find in this litera-

ture any mention of dramas properly so called. The dramatic

poetry of the Indians belongs to a time when there had been

much intercourse between Greece and India
;
and the mysteries

of the Middle Ages were grounded upon a tradition, though a

very obscure one, from antiquity. Even in ancient Greece and

Italy, dramatic poetry, and especially tragedy, attained to per-

fection only in Athens ; and, even here, it was only exhibited at

a few festivals of a single god, Dionysus ;
while epic rhapsodies

and lyric odes were recited on various occasions. All this is

incomprehensible, if we suppose dramatic poetry to have origi-

nated in causes independent of the peculiar circumstances of the

time and place. If a love of imitation, and a delight in dis-

guising the real person under a mask, were the basis upon which

this style of poetry was raised, the drama would have been as

natural and as universal among men as these qualities are com-
mon to their nature.

3. A more satisfactory explanation of the origin of the

Greek drama may be found in its connexion with the worship
of the gods, and particularly that of Bacchus. The Greek wor-

ship contains a great number of dramatic elements. The gods
were supposed to dwell in their temples, and participate in their

festivals
; and it was not considered presumptuous or unbecom-

ing to represent them as acting like human beings. Thus,

Apollo's combat with the dragon, aud his consequent flight and

expiation, were represented by a noble youth of Delphi ; in
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Samos the marriage of Zeus and Here was exhibited at the

great -festival of the goddess. The Eleusinian mysteries were

(as an ancient writer expresses it)
1 ' a mystical drama/ in whicli

the history of Demeter and Cora was acted, like a play, by
priests and priestesses ; though, probably, only with mimic

action, illustrated by a few significant sentences of a symbolic

nature, and by the singing of hymns. There were also similar

mimic representations in the worship of Bacchus; thus, at the

Authesteria at Athens, the wife of the second Archon, who bore

the title of Queen, was betrothed to Dionysus in a secret

solemnity, and in public processions even the god himself was

represented by a man.2 At the Boeotian festival of the Agri-

onia, Dionysus was supposed to have disappeared, and to be

sought for among the mountains
;
there was also a maiden (re-

presenting one of the nymphs in the train of Dionysus), who
was pursued by a priest, carrying a hatchet, and personating a

being hostile to the God. This festival rite, which is fre-

quently mentioned by Plutarch, is the origin of the fable, which

occurs in Homer, of the pursuit of Dionysus and his nurses by
the furious Lycurgus.

But the worship of Bacchus had one quality which was, more
than any other, calculated to give birth to the drama, and par-

ticularly to tragedy ; namely, the enthusiasm which formed an

essential part of it. This enthusiasm (as we have already re-

marked)
3

proceeded from an impassioned sympathy with the

events of nature, in connexion with the course of the seasons
;

especially with the struggle which Nature seemed to make in

winter, in order that she might break forth in spring with reno-

vated beauty : hence the festivals of Dionysus at Athens and

elsewhere were all solemnized in the months which were nearest

to the shortest day.
4 The feeling which originally prevailed at

1 Clem. Alex. Protrept. p. 12. Potter.

8 A beautiful slave of Nicias represented Dionysus on an occasion of this kind :

Plutarch, Nic. 3. Compare the description of the great Bacchic procession under

Ptolemy Philadelphus in Athen. V. p. 196, sq.

8 Ch. II. 4.
4 In Athens the months succeeded one another in the following order : Posei-

deon, Gamelion (formerly Lenaeon), Anthesterion, Elaphebolion ; these, according

to Boeckh's convincing demonstration, contained the Bacchic festivals of the lesser
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these festivals was, that the enthusiastic participators in them

believed that they perceived the god to be really affected by the

changes of nature ; killed or dying, flying and rescued, re-

animated or returning, victorious and dominant; and all who

shared in the festival felt these joyful or mournful events, as if

they were under the immediate influence of them. Now the

great changes which took place in the religion, as well as in the

general cultivation of the Greeks, banished from men's minds

the conviction that the happy or unhappy events, which they

bewailed or rejoiced in, really occurred in nature before their

eyes. Bacchus, accordingly, was conceived as an individual, an-

thropomorphic, self-existing being ;
but the enthusiastic sym-

pathy with Dionysus and his fortunes, as with real events,

always remained. The swarm of subordinate beings Satyrs,

Panes, and Nymphs by whom Bacchus was surrounded, and

through whom life seemed to pass from the god of outward

nature into vegetation and the animal world, and branch off

into a variety of beautiful or grotesque forms, were ever pre-

sent to the fancy of the Greeks; it was not necessary to de-

part very widely from the ordinary course of ideas, to imagine
that dances of fair nymphs and bold satyrs, among the solitary

woods and rocks, were visible to human eyes, or even in fancy
to take a part in them. The intense desire felt by every wor-

shipper of Bacchus to fight, to conquer, to suffer, in common with

him, made them regard these subordinate beings as a convenient

step by which they could approach more nearly to the presence
of their divinity. The custom, so prevalent at the festivals of

Bacchus, of taking the disguise of satyrs, doubtless originated in

this feeling, and not in the mere desire of concealing excesses

under the disguise of a mask
; otherwise, so serious and pathetic

a spectacle as tragedy could never have originated in the choruses

of these satyrs. The desire of escaping from self, into some-

thing new and strange, of living in an imaginary world, breaks

forth in a thousand instances in these festivals of Bacchus. It

is seen in the colouring the body with plaster, soot, vermilion,
and different sorts of green and red juices of plants, wearing

or country Dionysia ; Lenaea, Anthesteria, the greater or city Dionysia. In Delphi
the three winter months were sacred to Dionysus (Plutarch, de Ei ap. Delphot, c.

9.), and the great festival of Trieterica was celebrated on Parnassus at the time of

the shortest day.
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goats' and deer skins round the loins, covering the face with

large leaves of different plants; and, lastly, in the wearing
masks of wood, bark, and other materials, and of a complete
costume belonging to the character.

4. These facts seem to us to explain how the drama might

naturally originate from the enthusiasm of the worship of

Bacchus, as a part of his festival ceremonies. We now come

to consider the direct evidence respecting its origin. The

learned writers of antiquity agree in stating that tragedy, as

well as comedy, was originally a choral song.
1

It is a most

important fact in the history of dramatic poetry, that the lyric

portion, the song of the chorus, was the original part of it.

The action, the adventure of the god, was pre-supposed, or only

symbolically indicated by the sacrifice : the chorus expressed
their feelings upon it. This choral song belonged to the class

of dithyrambs ; Aristotle says that tragedy originated with the

singers of the dithyramb.
2 The dithyramb was, as we have

already seen,
3 an enthusiastic ode to Bacchus, which had in

early time been sung at convivial meetings by the drunken

revellers, but, after the time of Arion (about B.C. 620), was re-

gularly executed by a chorus. The dithyramb was capable of

expressing every variety of feeling excited by the worship and

mythology of Bacchus. There were dithyrambs of a gay and

joyous tone, celebrating the commencement of spring ; but

tragedy, with its solemn and gloomy character, could not have

proceeded from these. The dithyramb, from which tragedy

probably took its origin, turned upon the sorrows of Dionysus.

This appears from the remarkable account of Herodotus, that in

Sicyon, in the time of the tyrant Cleisthenes (about 600 B.C.),

tragic choruses had been represented, which celebrated the

sorrows, not of Dionysus, but of the hero Adrastus; and that

Cleisthenes restored these choruses to the worship of Dionysus.
4

1 One passage will serve for many : Euanthius, de tragcedid et comosdid, c. 2.

Comcedia fere vetus, ut ipsa quoque olim tragcedia, simplex fuit carmen, quod
chorus circa aras fumantes nunc spatiatus, nunc consistens, nunc revolvens gyros,

cutn tibicine concinebat.
1 Aristot. Poet. 4. dirt> rwv ta.pxtT<>>}> rbv 5i0^pafJ.ftov.

s Ch. XIV. 7.

4 Herod. V. 67. rii. TrdOea ai/roO rpayiKolffi xP^ffl ^patpov, rbv /*& Aifovtov

ou Tifttwvrts, rbv 5 'ASpr/ffTov. KXetatf^s 5 \opovs plv r<f biovfoi? dirtSuice.

Whether dirtSune is translated, 'He gave them back,' or 'He gave them as some-

thing due,' the result is the same.
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This shows, not only that there were at that time tragic cho-

ruses, but also that the subject of them had been changed from

Dionysus to other heroes, especially those who were distinguished

by their misfortunes and sufferings. The reason why some-

times the dithyramb,
1 and afterwards tragedy, was transferred

from Dionysus to heroes, and not to other gods of the Greek

Olympus, was that the latter were elevated above the chances

of fortune, and the alternations of joy and grief, to which both

Dionysus and the heroes were subject. The date given by
Herodotus agrees well with the statement of the ancient gram-

marians, that the celebrated dithyrambic poet, Arion (about

580 B.C.), invented the tragic style (rpayiKOQ rpoTroe) ; evidently

the same variety of dithyramb as that usual in Sicyon in the

time of Cleisthenes. This narrative also gives some probability

to the tradition of a tragic author of Sicyon, named Epigenes,

who lived before the time of the Athenian dramatists
;
from

the perplexed and, in part, corrupt notices of him it is conjec-

tured that he was the first who transferred tragedy from

Dionysus to other persons.

5. In attempting to form a more precise conception of the

ancient tragedy, when it still belonged exclusively to the wor-

ship of Bacchus, we are led by the statement of Aristotle,
' that

tragedy originated with the chief singers of the dithyramb/ to

suppose that the leaders of the chorus came forward separately.

It may be conjectured that these, either as representatives of

Dionysus himself, or as messengers from his train, narrated the

perils which threatened the god, and his final escape from or

triumph over them; and that the chorus then expressed its

feelings, as at passing events. The chorus thus naturally as-

sumed the character of satellites of Dionysus ; whence they

easily fell into the parts of satyrs, who were not only his com-

panions in sportive adventures, but also in combats and misfor-

tunes ; and were as well adapted to express terror or fear, as

gaiety or pleasure. It is stated by Aristotle and many gram-
marians, that the most ancient tragedy bore the character of a

sport of satyrs ; and the introduction of satyrs into this species

1 There wa* a dithyramb, entitled Memnon, composed by Simon ides, Strabo,
XV. p. 718. Above, chap. XIV., n.
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of poetry is ascribed to Arion, who is said to have invented the

tragic dithyramb. The name of tragedy, or goat's song, was
even by the ancients derived from the resemblance of the singers,
in their character of satyrs, to goats. Yet the slight resem-

blance in form between satyrs and goats could hardly have given
a name to this kind of poetry ;

it is far more probable that this

species of dithyramb was originally performed at the burnt sacri-

fice of a goat ; the connexion of which with the subject of the

earliest tragedy can only be explained by means of mythological
researches foreign to the present subject.

1

Thus far had tragedy advanced among the Dorians, who
therefore considered themselves the inventors of it. All its

further development belongs to the Athenians
; while among the

Dorians it seems to have been long preserved in its original lyric

form. Doubtless tragic dithyrambs of the same kind as those

in Sicyon and Corinth continued for a long time to be sung in

Athens; probably at the temple of Bacchus, called Lenseum,
and the Lensean festival, with which all the genuine traditions

respecting the origin of tragedy were connected. Moreover,
the Lensean festival was solemnized exactly at the time when, in

other parts of Greece, the sorrows of Dionysus were bewailed.

Hence in later times, when the dramatic spectacles were cele-

brated at the three Dionysiac festivals of the year, tragedy pre-

ceded comedy at the Lensea, and followed immediately after the

festival procession ;
while both at the greater and lesser Dionysia,

comedy, which came after a great carousal, was first, and was

followed by tragedy.
2 At these festivals, before the innovations

1 We here reject the common account (adopted, among other writers, by Horace)

of the invention of comedy at the vintage, the faces smeared with lees of wine,

the waggon with which Thespis went round Attica, and so forth
; since all these

arise from a confusion between the origin of comedy and tragedy. Comedy really

originated at the rural Dionysia, or the vintage festival (see ch. XXVII.). Aristo-

phanes calls the comic poets of his own time lee-singers (rpvytfiSol), but he never

gives this name to the tragic poets and actors. The waggon suits not the dithy-

ramb, which was sung by a standing chorus, but a procession, which occurred in

the earliest form of comedy ; moreover, in many festivals, there was a custom of

throwing out jests and scurrilous abuse from a waggon (ffKufj,fj.aTa { afj.a^S>v). It

is only by completely avoiding this error (which rests on a very natural confusion)

that it is possible to reconcile the earliest history of the drama with the best testi-

monies, especially that of Aristotle.
8
According to the very important statements concerning the parts of these fes-

VoL. I. C C
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of Thespis, when the chorus had assembled round the altar of

Dionysus, an individual from the midst of the chorus is said to

have answered the other members of the chorus from the sacri-

ficial table (tAfoe) near the altar ; that is to say, he probably

imparted to them in song the subjects which excited and guided

the feelings expressed by the chorus in its chants.

6. The ancients, however, are agreed that Thespis first

caused tragedy to become a drama, though a very simple one.

In the time of Pisistratus (B.C. 536), Thespis made the great

step of connecting with the choral representation (which had

hitherto at most admitted an interchange of voices) a regular

dialogue, which was only distinguished from the language of

common life by its metrical form and by a more elevated tone.

For this purpose, he joined one person to the chorus, who was

the first actor.
1

Now, according to the ideas which we have

formed from the finished drama, one actor appears to be no

better than none at all. When however it is borne in mind,

that, according to the constant practice of the ancient drama,

one actor played several parts in the same piece (for which the

linen masks, introduced by Thespis, must have been of great

use) ; and moreover, that the chorus was combined with the

actor, and could maintain a dialogue with him, it is easy to see

how a dramatic action might be introduced, continued and con-

cluded by the speeches inserted between the choral songs. Let

us, for example, from among the pieces whose titles have been

preserved,
2 take the Pentheus. In this, the single actor might

appear successively as Dionysus, Pentheus, a Messenger, and

Agave, the mother of Pentheus ; and, in these several characters,

might announce designs and intentions, or relate events which

could not conveniently be represented, as the murder of Pen-

theus by his unfortunate mother, or express triumphant joy at

the deed ; by which means he would represent, not without in-

tivalR, which are in the documents cited in the speech of Demosthenes against
Midias. Of the Lensea it is said, i) t*l Arivaly TO/XJTTJ /cal ol rpayySol /roi ol KW
of the greater Dionysia, TO?J lv Harei Aiovvffloi* ^ iro/iirjj teal ol rcuSes /col 6 K

nod ol KUfiifool KO.I ol Tpayytol; of the lesser Dionysia in the Piraeus, 17 TOM
Atorvffy it Tltipatti ical ol Ku/jUfSol ical ol rpayipool.

1 Called vvoicpiT^t, from {rroKplvfcffai, because he answered the songs of the

chorus.

The Funeral Games of Pelias or Phorbas, the Priests, the Youths, Pentheus.
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teresting scenes, the substance of the fable, as it is given in the

Bacchee of Euripides. Messengers and heralds probably played
an important part in this early drama (which, indeed, they re-

tained to a considerable extent in the perfect form of Greek

tragedy ;)
and the speeches were probably short, as compared

with the choral songs which they served to explain. In the

drama of Thespis, the persons of the chorus frequently repre-

sented satyrs, as well as other parts; for, before the satyric

drama had acquired a distinctive character, it must have been

confounded with tragedy.

The dances of the chorus were still a principal part of the

performance ; the ancient tragedians in general were teachers of

dancing, (or, as we should say, ballet-masters,) as well as poets

and musicians.

In the time of Aristophanes, (when plays of Thespis could

scarcely be represented upon the stage,) the dances of Thespis

were still performed by admirers of the ancient style.
1 More-

over, Aristotle remarks that the earliest tragedians used the

long trochaic verse (the trochaic tetrameter) in the dialogue

more than the iambic trimeter ; now the former was peculiarly

adapted to lively, dance-like gesticulations.
2 These metres

were not invented by the tragic poets, but were borrowed by
them from Archilochus, Solon, and other poets of this class,

3

and invested with the appropriate character and expression.

Probably the tragic poets adopted the lively and impassioned

trochaic verse, while the comic poets adopted the energetic and

rapid iambic verse, formed for jest and wrangling ; the latter

seems to have only obtained gradually, chiefly through ^Eschylus,

the form in which it seemed a fitting metre for the solemn and

dignified language of heroes.4

7. In PHRYNICHUS likewise, the son of Polyphradmon, of

Athens, who was in great repute on the Athenian stage from

Olyrnp. 67. i, (B.C. 512), the lyric predominated over the dra-

1
Aristoph. Fesp. 1479.

3 This is also confirmed by the passage of Aristoph. Pax. 322.
8 Ch. XI. 8.

4 The fragments preserved under the name of Thespis are indeed iambic trime-

ters
;
but they are evidently taken from the pieces composed by Heraclides Pon-

ticus in his name. See Diog. Lae'rt. V. 92.

c c a
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matic element. He, like Thespis, had only one actor, at least

until yEschylus had established his innovations; but he used

this actor for different, and especially for female parts. Phry-
iiichus was the first who brought female parts upon the stage

(which, according to the manners of the ancients, could only be

acted by men); a fact which throws a light upon his poetical

character. The chief excellence of Phrynichus lay in dancing
and lyric compositions; if his works were extant, he would

probably seem to us rather a lyric poet of the JEolian school

than a dramatist. His tender, sweet, and often plaintive songs
were still much admired in the time of the Peloponnesian war,

especially by old-fashioned people. The chorus, as may be

naturally supposed, played the chief part in his drama; and

the single actor was present in order to furnish subjects on

which the chorus should express its feelings and thoughts, in-

stead of the chorus being intended to illustrate the action

represented upon the stage. It appears even that the great

dramatic chorus (which originally corresponded to the dithy-

rambic) was distributed by Phrynichus into subdivisions, with

different parts, in order to produce alternation and contrast

in the long lyric compositions. Thus in the famous play of

Phrynichus, entitled the Phoenissce (which he brought upon the

stage in Olymp. 75. 4, B.C. 476, and in which he celebrated the

exploits of Athens in the Persian war),
1 the chorus consisted in

part, as the name of the drama shows, of Phoenician women
from Sidon and other cities of the neighbourhood, who had

been sent to the Persian court;
2 but another part of it was

formed of noble Persians, who in the king's absence consulted

about the affairs of the kingdom. For we know that at the

beginning of this drama (which had a great resemblance to the

Persians of ^Eschylus) a royal eunuch and carpet-spreader
3 came

1 It ia related that Phrynichus composed a piece in Olymp. 75. 4 (B.C. 477) for

a tragic chorus, which Themistocles had furnished as choregus. Bentley has con-

jectured with much probability that this piece was the PhcenissK; in which Phry-
nichus dwelt on the merits of Themistocles. Among the titles of the plays of Pbry-
i.ichus in Suidas, 2iV0wKot,

' the consultors or deliberators,' probably designates
the Phvnwcc, which would otherwise be wanting.

The chorus of Phoenician women sang at its entrance : St5wxtoi> 4<m Xtirowra

*al tp*rtpdj> 'ApaJof, u may be seen from the Schol. Aristoph. Vetp. 720, and
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forward, who prepared the seats for this high council, and an-

nounced its meeting. The weighty cares of these aged men,
and the passionate laments of the Phoenician damsels who had

heen deprived of their fathers or brothers by the sea-fight,

doubtless made a contrast, in which one of the main charms of

the drama consisted. It is remarkable that Phrynichus, in

several instances, deviated from mythical subjects to subjects

taken from contemporary history. In a former drama, entitled

the Capture of Miletus, he represented the calamities which

had befallen Miletus, the colony and ally of Athens, at the

Persian conquest, after the Ionic revolt (B.C. 498). Herodotus

relates that the whole theatre was moved by it to tears; not-

withstanding which the people afterwards sentenced him to a

considerable fine
(
for representing to them their own misfor-

tunes ;' a remarkable judgment of the Athenians concerning a

work of poetry, by which they manifestly expected to be raised

into a higher world, not to be reminded of the miseries of the

present life.

8. Contemporary with Phrynichus on the tragic stage was

CHCERILUS, a prolific and, for a long time, active poet ; since he

came forward so early as the 64th Olympiad (B.C. 524), and

maintained his ground not only against .ZEschylus, but even for

some years against Sophocles. The most remarkable fact

known with regard to this poet is, that he excelled in the satyric

drama,
1 which had therefore in his time been separated from

tragedy. For as tragedy constantly inclined to heroic fables,

in preference to subjects connected with Dionysus, and as the

rude style of the old Bacchic sport yielded to a more dignified

and serious mode of composition, the chorus of satyrs was no

longer an appropriate accompaniment. But it was the custom

in Greece to retain and cultivate all the earlier forms of poetry

which had anything peculiar and characteristic, together with

the newer varieties formed from them. Accordingly a separate

Satyric Drama was developed, in addition to tragedy; and, for

the most part/ three tragedies and one satyric drama at the

conclusion, were represented together, forming a connected

1
According to the verse : 'Hcfoa /j^v fiacnXevs Ijv Xo/piXos tv ffartipou.

3 For the most part, I say ;
for we shall see, when we come to the Alcestis of

Euripides, that tetralogies occur, composed of tragedies alone.
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whole. This satyric drama was not a comedy, but (as an ancient

author aptly describes it) a playful tragedy.
1

Its subjects were

taken from the same class of adventures of Bacchus and the

heroes, as tragedy; but they were so treated in connexion with

rude objects of outward nature, that the presence and parti-

cipation of rustic, petulant satyrs seemed quite appropriate.

Accordingly, all scenes from free, untamed nature, adventures

of a striking character, where strange monsters or savage tyrants

of mythology are overcome by valour or stratagem, belong to

this class ;
and in such scenes as these the satyrs could express

various feelings of terror and delight, disgust and desire, with

all the openness and unreserve which belong to their character.

All mythical subjects and characters were not therefore suited

to the satyric drama. The character best suited to this drama

seems to have been the powerful hero Hercules, an eater and

drinker and boon companion, who, when he is in good humour,
allows himself to be amused by the petulant sports of satyrs,

and other similar elves.

9. The complete separation of the satyric drama from the

other dramatic varieties is attributed by ancient grammarians
to PKATIXAS OF PHLIUS, and therefore a Dorian from Pelopon-

nesus, although he came forward in Athens as a rival of

Chrerilus and jEschylus about Olymp. 70 (B.C. 500), and pro-

bably still earlier. He also wrote lyric poems of the hyporche-
matic kind,

2 which are closely connected with the satyric drama ;

3

and he moreover composed tragedies ;
but he chiefly excelled in

the satyric drama, in the perfecting of which he probably
followed native masters : for Phlius was a neighbour of Corinth

and Sicyon, which produced the tragedy of Ariou and Epigenes,

represented by satyrs. He bequeathed" his art to his son

Aristeas, who, like his father, lived at Athens as a privileged

alien, and obtained great fame on the Athenian stage in com-

petition with Sophocles. The satyric pieces of these two
Phliasians were considered, together with those of JSschylus, as

the best of their kind.

We are now come to the point where ^Eschylus appears on

Demetrius, de Elocut. 160. Comp. Hor. Art. P. 331.
See ch. XII. 10.

*
Perhaps the hyporcheme in Athen. XIV. p. 6 1 7, occurred in a satyric drama.
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the tragic stage. Tragedy, as he received it, was still an infant,

though a vigorous one
;
when it passed from his hands it had

reached a firm and goodly youth. By adding the second actor,

he first gave the dramatic element its due development ; and at

the same time he imparted to the whole piece the dignity and

elevation of which it was susceptible.

We should now proceed immediately to this first great master

of the tragic art, if it were not first necessary, for the purpose
of forming a correct conception of his tragedy, to obtain a dis-

tinct idea of the external appearance of this species of dramatic

representation, and of the established forms with which every

tragic poet must comply. Much may indeed be gathered from

the history of the origin of the tragic drama ; but this is not

sufficient to give a full and lively notion of the manner in which

a play of .ZEschylus was represented on the stage, and of the

relation which its several parts bore to each other.
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CHAPTER XXII.

FORM AND CHARACTER OF THE GREEK TRAGEDY.

i . Ideal character of the Greek tragedy ; splendid costume of the actors.

i. Cothurnus; masks. 3. Structure of the theatre. 4. Arrangement of

the orchestra in connexion with the form and position of the chorus. 5. Form
of the stage, and its meaning in tragedy. 6. Meaning of the entrances of the

stage. 7. The actors ; limitation of their number. 8. Meaning of the

protagonist, deuteragonist, tritagonist. 9. The changes of the scene incon-

siderable
;
ancient tragedy not being a picture of outward acts. 10. Eccy-

cleina. ir. Composition of the drama from various parts; songs of the

entire chorus. 12. Division of a tragedy by the choral songs. 13. Songs
of single persons of the chorus and of the actors. 14. Parts of the drama

intermediate between song and speech. 15. Speech of the actors
; arrange-

ment of the dialogue and its metrical form.

i.
"\~\7E

shall now endeavour to arrive at a distinct con-

* ception of the peculiar character of ancient tragedy,
as it appeared in those stable forms which the origin and taste

of the Greeks impressed upon it.

The tragedy of antiquity was perfectly different from that

which, in .progress of time, arose among other nations ; a

picture of human life agitated by the passions, and correspond-

ing, as accurately as possible, to its original in all its features.

Ancient tragedy departs entirely from ordinary life ; its cha-

racter is in the highest degree ideal.

We must observe, first, that as tragedy, and indeed dramatic

exhibitions generally, were seen only at the festivals of Bacchus,
1

the character of these festivals exercised a great influence on
the drama. It retained a sort of Bacchic colouring ; it appeared

1 In Athens new tragedies were acted at the Lensea and the great Dionysia ; the
latter being a most brilliant festival, at which the allies of Athens and many
foreigners were also present Old tragedies also were acted at the Lensea; and
none but old ones were acted at the lesser Dionysia. These facts appear, in great
measure, from the didatcalia ; that is, registers of the victories of the lyric and
dramatic poeto as teachers of the chorus (xopoSi5(<r*caXot), from which, through the
learned writers of antiquity, much has passed into the commentaries on the remains
of Greek poetry, especially the arguments prefixed to them.
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in the character of a Bacchic solemnity and diversion ; and the

extraordinary excitement of all minds at these festivals, by
raising them above the tone of every-day existence, gave both

to the tragic and the comic muse unwonted energy and fire.

The costume of the persons who represented tragedy was far

removed from that free and natural character which we find

raised to the perfection of beauty by the Greeks in the arts of

design. It was a Bacchic festal costume. Almost all the

actors in a tragedy wore long striped garments, reaching to the

ground,
1

over which were thrown upper garments
2 of purple or

some other brilliant colour, with all sorts of gay trimmings and

gold ornaments ; the ordinary dress at Bacchic festal proces-
sions and choral dances.3 Nor was the Hercules of the stage

represented as the sturdy athletic hero whose huge limbs were

only concealed by a lion's hide; he appeared in the rich and

gaudy dress we have described, to which his distinctive attri-

butes, the club and the bow, were merely added. The choruses,

also, which were furnished by wealthy citizens under the appel-
lation of choregi, in the names of the tribes of Athens, vied

with each other in the splendour of their dress and ornaments,
as well as in the excellence of their singing and dancing.

2. The chorus, which came from among the people at

large, and which always bore a subordinate part in the action

of the tragedy, was in no respect distinguished from the stature

and appearance of ordinary men. 4 On the other hand, the

actor who represented the god or hero, in whose fate the chorus

was interested, needed to be raised, even to the outward sense,

above the usual dimensions of mortals. A tragic actor was a

very strange, and, according to the taste of the ancients them-

selves at a later period, a very monstrous being.
5 His person

roSripeis, ffroXai.
*

ifjidria and x\a.fj.t5es.

3 This is evident from the detailed accounts of Pollux, IV. c. 18, as well as from

works of ancient art, representing scenes of tragedies, especially the mosaics in the

Vatican, edited by Millin. See Description d'une Mosaique antique du Muse'e

Pio-Cle"mentin a Rome, repre"sentant des scenes de tragedies, par A. L. Millin.

Paris, 1819.
4 The opposition of the chorus and the scenic actors is generally that of the

Homeric Xaot and SPOKTES.
5 'Qs elSexfes Kdl Qofitpbv tff-a/ua, is the remark of Lucian, de Saltat. c. 27, upon

a tragic actor.
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was lengthened out considerably beyond the ordinary propor-

tions of the human figure ; in the first place by the very high

soles of the tragic shoe, the cothurnus, and secondly by the

length of the tragic mask, called onkos ; and the chest and

body, arms and legs, were stuffed and padded to a correspond-

ing size. It was impossible that the body should not lose

much of its natural flexibility, and that many of those slighter

movements which, though barely perceptible, are very significant

to the attentive observer, should not be suppressed. It followed

that tragic gesticulation (which was regarded by the ancients

themselves as one of the most important parts of the art) neces-

sarily consisted of stiff, angular movements, in which little was

left to the emotion or the inspiration of the moment. The

Greeks, prone to vehement and lively gesticulation, had con-

structed a system of expressive gesture, founded on their tem-

perament and manners. On the tragic stage this seemed

raised to its highest pitch, corresponding always with the

powerful emotions of the actors.

Masks, also, which originated in the taste for mumming and

disguises of all sorts, prevalent at the Bacchic festivals, had

become an indispensable accompaniment to tragedy. They not

only concealed the individual features of well-known actors, and

enabled the spectators entirely to forget the performer in his

part, but gave to his whole aspect that ideal character which

the tragedy of antiquity demanded. The tragic mask was not,

indeed, intentionally ugly and caricatured, like the comic ; but

the half-open mouth, the large eye-sockets, the sharply-defined

features, in which every characteristic was presented in its

utmost strength, the bright and hard colouring, were calculated

to make the impression of a being agitated by the emotions and

the passions of human nature in a degree far above the standard

of common life. The loss of the usual gesticulation was not felt

in aucient tragedy; since it would not have been forcible

enough to suit the conception of an ancient hero, nor would it

have been visible to the majority of the spectators in the vast

theatres of antiquity. The unnatural effect which a set and
uniform cast of features would produce in tragedy of varied

passion and action, like ours, was much less striking in ancient

tragedy ; wherein the principal persons, once forcibly possessed
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by certaiu objects and emotions, appeared through the whole

remaiuing piece in a state of mind which was become the

habitual and fundamental character of their existence. It is

possible to imagine the Orestes of ^Eschylus, the Ajax of Sopho-

cles, the Medea of Euripides, throughout the whole tragedy
with the same countenance, though this would be difficult in

the case of Hamlet or Tasso. The masks could, however, be

changed between the acts, so as to represent the necessary

changes in the state or emotions of the persons. Thus in the

tragedy of Sophocles, after King (Edipus knows the extent of his

calamity and has executed the bloody punishment on himself,

he appeared in a different mask from that which he wore in the

confidence of virtue and of happiness.
We shall not enter into the question whether the masks of

the ancients were also framed with a view to increase the power
of the voice. It is, at least, certain that the voices of the tragic

actors had a strength and a metallic resonance, which must have

been the result of practice, no less than of natural organization.

Various technical expressions of the ancients denote this sort of

tone, drawn from the depth of the chest,
1 which filled the vast

area of the theatre with a monotonous sort of chant. This,

even in the ordinary dialogue, had more resemblance to singing
than to the speech of common life; and in its unwearied uni-

formity and distinctly measured rhythmical cadence, must have

seemed like the voice of some more powerful and exalted being
than earth could then produce, resounding through the ample

space.

3. But before we examine further into the impressions which

the ear received from the tragedy of antiquity, we must endea-

vour to complete the outline of those made upon the eye ; and

to give such an account of the place of representation and the

scenic arrangements as properly belongs to a history of literature.

The ancient theatres were stone buildings of enormous size, cal-

culated to accommodate the whole free and adult population of

a Greek city at the spectacles and festal games ;
for example,

the 16,000 Athenian citizens, with the educated women and

many foreigners. These theatres were not designed exclusively

', Xapuyylfciv, especially X-rjKvOifciv, irfpt^Sfiv ra la^fia in Lucian.
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for dramatic poetry ; choral dances, festal processions, and revels,

all sorts of representations of public life and popular assemblies,

were held in them. Hence we find theatres in every part of

Greece, though dramatic poetry was the peculiar growth of

Athens. Much, however, in theatrical architecture, such as it

became in Athens, where the forms were determined by fixed

rules, can only be explained by the adaptation of those forms to

dramatic exhibitions.

The Athenians began to build their stone theatre in the

temple of Dionysus on the south side of the citadel,
1

in Olymp.

70. i, B.C. 500; the wooden scaffolding, from which the people

had heretofore witnessed the games, having fallen down in that

year. It must very soon have been so far completed as to

render it possible for the masterpieces of the three great trage-

dians to be represented in it ; though perhaps the architectural

decorations of all the parts were finished later. As early as

the Peloponnesian war, singularly beautiful theatres were built

in Peloponnesus and Sicily.

4. The whole structure of the theatre, as well as the drama

itself, may be traced to the chorus, whose station was the origi-

nal centre of the whole performance. Around this all the rest

was grouped. The orchestra (which occupied a circular level

space in the centre, and, at the same time, at the bottom of the

whole building) grew out of the chorus, or dancing-place, of the

Homeric times ;

2 a level smooth space, large and wide enough
for the unrestrained movements of a numerous band of dancers.

The altar of Dionysus, around which the dithyrambic chorus

danced in a circle, had given rise to a sort of raised platform in

the centre of the orchestra, the Thymele, which served as resting-

place for the chorus when it took up a stationary position. It

was used in various ways, according to purposes required by the

particular tragedy ; whether as a funeral monument, a terrace

with altars, &c.3 The chorus itself, in its transition from lyric

1 Td i &io*toov (Harpo* or rb AIOKWTOU Gtarpov.

Above, ch. III. 6.

1 It IB sufficient here briefly to remark, that the form of the ancient Attic theatre
should not be confounded with that usual in the Macedonian period, in Alexandria,
Atitiochia, and similar cities. In the latter, the original orchestra was divided
into halves, and the half which was nearest the stage, was, by means of a platform
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to dramatic poetry, had undergone a total change of form. As
a dithyrambic chorus, it moved in -a ring around the altar which
served as a centre, and had a completely independent character

and action. As a dramatic chorus, it was connected with the

action of the stage, was interested in what was passing there,

and must therefore, of necessity, front the stage. Hence, ac-

cording to the old grammarians, the chorus of the drama was

quadrangular, i. e., arranged so that the dancers, when standing
in their regular places in rows and groups (ariyoi and

uya),
formed right angles. In this form it passed through the wide

side-entrances of the orchestra (the irapoSoi) into the centre of

it, where it arranged itself between the thymele and the stage
in straight lines. The number of dancers in the tragic chorus

was probably reduced from fifty, the number of the choreutae in

the dithyrambic chorus, in the following manner. First, a

quadrangular chorus, of forty-eight persons, was formed; and

this was divided into four parts or sets which met together. This

hypothesis will explain many difficulties : for example, how it is

that, at the end of the Eumenides of ^Eschylus, two separate

choruses, the Furies and the festal train, come on the stage to-

gether.
1 The chorus of JEschylus accordingly consisted of

twelve persons ;
at a later period Sophocles increased them to

fifteen, which was the regular number in the tragedies of

Sophocles and Euripides.
2

The places occupied by the choral dancers were all determined

by established usages, the main object of which was to afford

the public the most favourable view of the chorus, and to bring

into the foreground the handsomest and best dressed of the

of boards, converted into a spacious inferior stage,, upon which the mimes or pla-

iiipedarii, as well as musicians and dancers, played ;
while the stage, strictly so

called, continued to be appropriated to the tragic and comic actors. This division

of the orchestra was then called thymele, or even orchestra, in the limited sense of

the word.
1 The same fact also throws a light on the number of the chorus of comedy,

twenty-four. This was half the tragic chorus, since comedies were not acted by

fours, but singly.
2 The accounts of the ancient grammarians respecting the arrangements of the

chorus refer to the chorus of fifteen persons ;
as their accounts respecting the

arrangements of the stage refer to the three actors. The reason was, that the form

of the ^Eschylean tragedy had become obsolete.
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choreutee. The usual movements of the tragic chorus were

solemn and stately, as beseemed the dignified venerable persons,

such as matrons and old men, who frequently appeared in them.

The tragic style of dancing, called Emmeleia, is described as the

most grave and solemn of the public dances.

5. Although the chorus not only sang alone, when the

actors had quitted the stage, but sometimes sang alternately with

the persons of the drama, and sometimes entered into dialogue

with them, yet it did not, in general, stand on the same level

with them, but on a raised stage or platform, considerably

higher than the orchestra. But as the orchestra and the stage

were not only contiguous, but joined, our information on this

point is by no means so clear as might be wished. To the eye
of the spectator the relation in which the persons of the drama

stood to the chorus was determined by their appearance; the

former, heroes of the mythical world, whose whole aspect bespoke

something mightier and more sublime than ordinary humanity ;

the latter, generally composed of men of the people, whose part

it was to show the impression made by the incidents of the

drama on lower and feebler minds
;
and thus, as it were, inter-

pret them to the audience, with whom they owned a more kin-

dred nature. The ancient stage was remarkably long, but of

little depth. It was but a small segment cut from the circle of

the orchestra; but it extended on either side so far that its

length was nearly double the diameter of the orchestra.
1 This

form of the stage is founded on the artistical taste of the an-

cients generally ; and again, influenced their dramatic represen-
tation in a remarkable manner. As ancient sculpture delighted
above all things in the long lines of figures which we see in the

pediments and friezes, and as even the painting of antiquity

placed single figures in perfect outline near each other, but clear

and distinct, and rarely so closely grouped as that one inter-

1 Those readers who wish for more precise information about architectural mea-
sure* and proportions may consult the beautiful plan given by Donaldson, in the

supplemental volume to Stuart's Antiquities of Athens, London, 1830, p. 33. It

should, however, be observed, that the projecting sides of the proscenium, which
Donaldson has assumed with Hirt, are not supported by any ancient testimony,
nor can they be justified by any requirement of the dramatic representations of
the Greeks. The space required for these projections ought rather to be allotted

to the side entrances of the orchestra, the irdpoSoi.
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cepted the view of another
; so also the persons on the stage, the

heroes and their attendants (who were often numerous), stood

iii long rows on this long and narrow stage. The persons who
came from a distance were never seen advancing from the back

of the stage, but from the side, whence they often had to walk

a considerable distance before they reached the centre where the

principal actors stood. The oblong space which the stage
formed was inclosed on three sides by high walls, the hinder one

of which alone was properly called the Sct-.ne, the narrow walls

on the right and left were styled Parascenia, the stage itself

was called in accurate language, not scene, but Proscenium, be-

cause it was in front of the scene. Scene properly means a tent

or hut, and such was doubtless erected of wood by the earliest

beginners of dramatic performances, to mark the dwelling of the

principal person represented by the actor. Out of this he came
forth into the open space, and into this he retired again.

And although this poor and small hut at length gave place
to the stately scene, enriched with architectural decorations, yet
its purpose and destination remained essentially the same. It

was the dwelling of the principal person or persons ; the pro-

scenium was the space in front of it, and the continuation of

this space was the orchestra. Thus the scene might represent
a camp with the tent of the hero, as in the Ajax of Sophocles ;

a wild region of wood and rock, with a cave for a dwelling-

place, as in the Philoctetes ; but its usual purport and decora-

tion were the front of a chieftain's palace with its colonnades,

roofs and towers, together with all the accessory buildings which

could be erected on the stage, with more or less of finish and of

adaptation to the special exigencies of the tragedy. Sometimes

also it exhibited a temple, with the buildings and arrangements

appertaining to a Grecian sanctuary. But in every case it is

the front alone of the palace or the temple that is seen, not the

interior.

In the life of antiquity, everything great and important, all

the main actions of family or political interest, passed in the

open air and in the view of men. Even social meetings took

place rather in public halls, in market-places and streets, than

in rooms and chambers ;
and the habits and actions, which were

confined to the interior of a house, were never regarded as form-
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ing subjects for public observation. Accordingly, it was ne-

cessary that the action of the drama should come forth from

the interior of the house ;
and tragic poets were compelled to

comply strictly with this condition in the invention and plan

of their dramatic compositions. The heroic personages, when

about to give utterance to their thoughts and feelings, came

forth into the court in front of their houses. From the other

side came the chorus out of the city or district in which the

principal persons dwelt; they assembled, as friends or neigh-

bours might, to offer their counsel or their sympathy to the

principal actors on the stage, on some open space ; often a

market-place, designed for popular meetings ; such as, in the

monarchical times of Greece, was commonly attached to the

prince's palace.

Far from shocking received notions, the performance of choral

dances in this place was quite in accordance with Greek usages.

Anciently, these market-places were specially designed for nu-

merous popular choruses; they even themselves bore the name
of chorus.

1 When the stage and the whole theatre had been

adapted for this kind of representation, it was necessary that

comedy also should conform to it ; even in those productions

which exclusively represented the incidents and passions of pri-

vate and domestic life. In the imitations of the later Attic

comedy which we owe to Plautus and Terence, the stage repre-

sents considerable portions of streets ; the houses of the persons
of the drama are distinguishable, interspersed with public build-

ings and temples ; everything is arranged by the poet with the

utmost attention to effect
;
and generally to nature and proba-

bility, so that the actors, in all their goings and comings, their

entrances and exits, their meetings in the streets and at their

doors, may disclose just so much of their sentiments and their

projects as it is necessary or desirable for the spectator to

know.

6. The massive and permanent walls of the stage had cer-

tain openings which, although differently decorated for different

pieces, were never changed. Each of these entrances to the

stage had its established and permanent signification, and this

1 Ch. III. 6.
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enabled the spectator to apprehend many things at the first

glance, which he must have otherwise gradually made out in

the course of the piece; since contrivances similar to our

play-bills were unknown to the ancients. On the other hand,

the audience came furnished with certain preliminary information

concerning what they were about to witness, by means of which

the plot was far more clear to them than it can now be by mere

reading. Of this kind was the distinct meaning attached to the

right and the left side. The theatre at Athens was built on

the south side of the Acropolis, in such a manner that a person

standing on the stage saw the greater part of the city and the

harbour on his left, and the country of Attica on his right.

Hence, a man who entered on the right by the parascenia, was

invariably understood to come from the country, or from afar
;

on the left, from the city, or the neighbourhood. The two

side-walls always bore the same relation to each other in the

arrangements, as to exterior or interior. Of course, the

lower side entrance which led into the orchestra, stood in the

same relation; but of these, the right one was little used,

because the chorus generally consisted of inhabitants of the

place, or of the immediate neighbourhood. The main wall,

however, or the scene, properly so called, had three doors
; the

middle, which was called the royal door, represented the prin-

cipal entrance to the palace, the abode of the prince himself;

that on the right was held to be a passage leading without,

especially to the apartments of the guests, which in Greek

houses were often in a detached building appropriated to that

purpose ;
that on the left, more towards the interior, leading to

a part of the house not obvious to the first approach ; such as a

shrine, a prison, the apartments of the women, &c.

7. But the Greeks carried still further this association of

certain localities with certain incidents or appearances. The

moment an actor entered, they could decide upon his part and

his relation to the whole drama. And here we come to the

point in which the Greek drama seems the most fettered by in-

flexible rules, and forced into forms which appear, to our feel-

ings, stiff and unnatural. Grecian art, however, as we have

often had occasion to remark, in all its manifestations, loves

distinct and unvarying forms, which take possession of the

VOL. I. D D
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mind with all the force of habit, and immediately put it into a

certain frame and temper. If, on the one hand, these forms

appear to cramp the creative genius, to check the free course of

the fancy ;
on the other, works of art, which have a given mea-

sure, a prescribed form, to fill out, acquire, when this form is

animated by a corresponding spirit, a peculiar stability which

seems to raise them above the capricious and ephemeral pro-

ductions of the human mind, and to assimilate them to the

eternal works of nature, where the most rigorous conformity to

laws is combined with boundless variety and beauty.

In the dramatic poetry of Greece, indeed, the outward form

to which genius is forced to adapt itself, appears the more rigid,

and, we may say arbitrary, since, to the conditions imposed on the

choice of thoughts, expression, and metre, are added rules, pre-

scribed by the local and personal character of the representation.

"With regard to the persons of the drama, the ancients show that

historical taste which consists in a singular union of attachment

to given forms, with aspiration after further progress. The

antique type is never unnecessarily rejected ;
but is rendered

susceptible of a greater display of creative power by expansions

which may be said to lie in its very nature.

AYe have seen how a single actor was detached from the

chorus, and how Thespis and Phrynichus contented themselves

with this arrangement, by causing him to represent in succes-

sion all the persons of the drama, and either before, or with the

chorus, to conduct the whole action of the piece. JEschylus
added the second actor, in order to obtain the contrast of two

acting persons on the stage, since the general character of the

chorus was that of a mere hearer or recipient ;
and although

capable of expressing its own wishes, hopes, and fears, it was

not adapted to independent action. According to this form,

only two speaking persons (mutes might be introduced in any
number) could appear on the stage at the same time : they,

however, might both enter again in other characters, time only

being allowed for change of dress. The appearance of the same

actor in different parts of the same play did not strike the

ancients as more extraordinary than his appearance in different

parts in different plays ; since the persons of the actors were

effectually disguised by masks, and their skill enabled them to
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represent various characters with perfect success. The dramatic

art of those times required extraordinary natural gifts ; strength
of body and of voice, as well as a most careful education and

training for the profession.

From the time of the great poets, and even later, in the age
of Philip and Alexander, when the interest and character of

dramatic performance rested entirely on the actors, the number

of actors capable of satisfying the taste and judgment of the

public was always very small. Hence, it was an object to turn

the talents of the few eminent actors to the greatest possible

account ;
and to prevent that injury to the general effect which

the interposition of inferior actors, even in subordinate parts,

must ever produce; and, in fact, so often nowadays does pro-

duce. Even Sophocles did not venture beyond the introduction

of a third actor ; this appeared to accomplish all that was neces-

sary to the variety and mobility of action in tragedy, without

sacrificing the simplicity and clearness which, in the good ages

of antiquity, were always held to be the most essential qualities.

^Eschylus adopted this third actor in the three connected plays,

the Agamemnon, Choephorce, and Eumenides ; which he seems

to have brought out at Athens at the end of his career. His

other tragedies, which were performed earlier, are all so con-

structed that they could be represented by two actors.
1 All

the plays of Sophocles and Euripides are adapted for three

actors only, excepting one, the (Edipus in Colontts, which could

not be acted without the introduction of a fourth. The rich

and intricate composition of this noble drama would have been

impossible without this innovation.2 But even Sophocles him-

self does not appear to have dared to introduce it on the stage.

It is known that the (Edipus in Colonus was not acted till after

his death, when it was brought out by Sophocles the younger.

1 The prologue of the Prometheus appears, indeed, to require three actors for

the parts of Prometheus, Hephaestus, and Cratos
;
but these might have been so

arranged, as not to require a third actor.

2 Unless we assume that the part of Theseus in this play was partly acted by
the person who represented Antigone, and partly by the person who represented

Ismene. It is, however, far more difficult for two actors to represent one part in

the same tone and spirit, than for one actor to represent several parts with the

appropriate modifications.

D D 2
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8. But the ancients laid more stress upon the precise

number and the mutual relations of these three actors than

might be inferred from what has been said. They distinguished
them by the technical names of Protagonistes, Deuteragonistes,
and Tritagonistes. These names are used with different mean-

ings. Sometimes the actors themselves are designated by their

parts ; as, for example, when Cleandrus is called the protagonist
of ^Ischylus, and Myniscus his deuteragonist ; or when Demo-

sthenes, in his contest with ^Eschines, says, that to represent
such a stern and cruel tyrant as Creon in the Antigone, is the

peculiar glory and privilege of the tritagonist ; yEschiues him-

self having served under more distinguished actors as tritagonist.

Sometimes the persons entering the stage are distinguished by
these three names : as when Pollux the grammarian says, that

the protagonist should always enter from the middle door ; that

the dwelling of the deuteragonist should be on the right hand,
and that of the third person of the drama on the left. Accord-

ing to a passage in a modern Platonic philosopher,
1

important
to the history of the ancient drama, the poet does not create

the protagonist, deuteragonist, or tritagonist ; he only gives to

each of these actors his appropriate part.

This, and other expressions of the ancients have involved

the subject in many perplexing difficulties, which it would de-

tain us too long to examine in detail. Our purpose will be

best accomplished by giving such a summary explanation as

will enable these distinctions to be understood.

The tragedy of antiquity originated in the delineation of a

suffering or passion (jraQoq), and remained true to its first des-

tination. Sometimes it is outward suffering, danger, and injury;

sometimes, rather inward
;
a fierce struggle of the soul, a

grievous burthen on the spirit; but it is always one passion, in

the largest sense of the word, which claims the sympathy of the

audience. The person, then, whose fate excites this sympathy,
whose outward or inward wars and conflicts are exhibited, is the

protagonist. In the four dramas which require only two actors,
thr protagonist is easily distinguished : in the Prometheus, the

1 Plotin. Entuad. II. L. II. p. 268. Baail. p. 484. Creuzer. Compare the

note of Creuter, vol. III. p. 153, ed. Oxon.
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chained Titan himself; in the Persians, Atossa, torn with

anxiety for the fate of the army and the kingdom ;
in the

Seven against Thebes, Eteocles driven by his father's curse to

fratricide; in the Suppliants, Danaus, the fugitive, seeking a

new home. The deuteragonist, in this form of the drama, is

not, in general, the author of the sufferings of the protagonist.

This is some external power, which, in these tragedies, is not

brought to view. His only function is to call forth the expres-
sions of the various emotions of the protagonist, sometimes by

friendly sympathy, sometimes by painful tidings : as for example,
in the Prometheus, Oceanus, lo, and Hermes, are all parts of

the deuteragonist. The protagonist may also appear in other

parts ; but the tragedian generally sought to concentrate all

the force and activity of the piece on one part. When a tri-

tagonist is introduced, he generally acts as instigator or cause

of the sufferings of the protagonist ; although himself the least

pathetic or sympathetic person of the drama, he is yet the oc-

casion of situations by which pity and interest for the principal

person are powerfully excited. To the deuteragonist fall the

parts in which, though distinguished by a lofty ardour of feel-

ing, there is not the vehemence and depth appropriate to the

protagonist ; feebler characters, with calmer blood and less

daring aspiration of mind, whom Sophocles is fond of attaching
to his heroes as a sort of foil, to bring out their full force.

But even these sometimes display a peculiar beauty and eleva-

tion of character. Thus the gradation of these three kinds of

parts depends on the degree in which the one part is calculated

to excite pity and anxiety, and to command, generally, the sym-

pathy of the audience. If we look over the titles of the plays

of the three great tragedians, we shall find that, when they are

not derived from the chorus, or the general subject of the piece,

they always consist of the names of the persons to whom the

chief interest attaches. Antigone, Electra, CEdipus, the king
and the exile, Ajax, Philoctetes, Dejanira, Medea, Hecuba, Ion,

Hippolytus, &c., are unquestionably all protagonistic parts.
1

1
A. more detailed illustration of this point, which would lead to investigations

into the structure of the several tragedies, is not consistent with the plan of the

present work. We will, however, state the distribution of the parts in several
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It was the great endeavour of Greek art to exhibit the cha-

racter and rank of the individuals whom it grouped together,

and to present to the eye a symmetrical image, corresponding
with the idea of the action which was to be represented. The

protagonist, as the person whose fate was the centre around

which all revolved, must therefore occupy the centre of the

stage ; the deuteragonist and tritagonist approached him from

either side. Hence it was an invariable rule for the protago-

nist never to leave the stage by either of the side-doors. If,

however, he came from abroad, like Agamemnon and Orestes

in ^Eschylus, he passed through the middle door into the in-

terior of the palace, which was his habitation. "With regard to

the deuteragonist and tritagonist, many difficulties must have

arisen from the local meaning attached to the two side doors;

but, if space sufficed for such detailed explanations, we might

show, from numerous examples, how the tragic poets found

means to fulfil all these conditions.

9. Changes of scene were very seldom necessary in ancient

tragedy. The Greek tragedies are so constructed that the

speeches and actions, of which they are mainly composed, might
with perfect propriety pass on one spot, and indeed ought gene-

rally to pass in the court in front of the royal house. The

actions to which no speech is attached, and which do not serve

tragedies, which seems to us the most probable. In the extant trilogy of ^Eschylus,
the problem must be to preserve the same part for the same actor through all tne

three plays.

f Protag. Agamemnon, guard, herald.

Agamemnon . .
)
Deuterag. Cassandra, JEgisthus.

'
Tritag. Clytsemnestra.

( Protag. Orestes.

Choephori . . I Deuterag. Electra, .ffigisthus, Exangelos.
'

Tritag. C'lytaemnestra, female attendant

/ Protag. Orestes.

Eumenidet . . ) Deuterag. Apollo.

( Tritag. Pythias, Clytsemnestra, Athene.
For Sophocles, the A ntigone and the (Edipus Tyrannus may serve as examples.

( Protag. Antigone, Tiresias, Eurydice, Exangelos.
A ntigone .

j Deuterag. Ismene, guard ; Haemon, messenger.
( Tritag. Creon.

/ Protag. (Edipua.

CL'dipus Tyr. . .

j
Deuterag. Priest, Jocasta, servant, Exangelos.

( Tritag. Creon, Tiresias, messenger.



CHANGES OF THE SCENE. 407

to develope thoughts and feelings, (such as Eteocles' combat

with his brother
;
the murder of Agamemnon ; Antigone's per-

formance of the obsequies of Polyuices, &c.), are imagined to

pass behind or without the scene, and are only related on the

stage. Hence the importance of the parts of messengers and

heralds in ancient tragedy. The poet was not influenced only

by the reason given by Horace,
1

viz., that bloody spectacles and

incredible events excite less horror and doubt when related, and

ought therefore not to be produced on the stage : there was

also the far deeper general reason, that it is never the outward

act with which the interest of ancient tragedy is most intimately
bound up. The action which forms the basis of every tragedy
of those times is internal and spiritual ; the reflections, resolu-

tions, feelings, the mental or moral phenomena, which can be

expressed in speech, are developed on the stage. For outward

action, which is generally mute, or, at all events, cannot be

adequately represented by words, the epic form narration is

the only appropriate vehicle. Battles, single combats, murders,

sacrifices, funerals, and the like, whatever in mythology is ac-

complished by strength of hand, passes behind the scenes
; even

when it might, without any considerable difficulty, be performed
in front of them. Exceptions, such as the chaining of Pro-

metheus, and the suicide of Ajax, are rather apparent than real,

and indeed serve to confirm the general rule ;
since it is only

on account of the peculiar psychological state of Prometheus

when bound, and of Ajax at the time of his suicide, that the

outward acts are brought on the stage. Moreover, the cos-

tume of tragic actors was calculated for impressive declamation,

and not for action. The lengthened and stuffed out figures of

the tragic actors would have had an awkward, not to say a

ludicrous effect, in combat or other violent action.
2 From the

sublime to the ridiculous would here have been but one step,

which antique tragedy carefully avoided risking.

Tims it was rather from reasons inherent in its nature, than

from obedience to prescribed rules, that Greek tragedy observed,

1 Art. Poet. 180 tq.
s
According to Lucian, Somnium give Gallus, c. 26, it was ludicrous to see a

person fall with the cothurnus.
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with few exceptions, unity of plan ;
and hence it required no

arrangement for a complete change of scenic decorations, which

was first introduced in the Roman theatre.
1 In Athens, all

the necessary changes were effected by means of the Periactce,

erected in the corners of the stage. These were machines of

the form of a triangular prism, which turned round rapidly and

presented three different surfaces. On the side which was sup-

posed to represent foreign parts, it afforded at each turn a dif-

ferent perspective view, while, on the home side, some single

near object alone was changed. For example, the transition

from the temple of Delphi to the temple of Pallas on the

Acropolis of Athens, in the Eumenides of ^Eschylus, was effected

in this manner. No greater change of scene than this takes

place in any extant Greek tragedy. Where different but neigh-

bouring places are represented, the great length of the stage

sufficed to contain them all, especially as the Greeks required

no exact and elaborate imitation of reality : a slight indication

was sufficient to set in activity their quick and mobile imagina-

tions. In the Ajax of Sophocles, the half of the stage on the

left hand represents the Grecian camp ;
the tent of Ajax, which

must be in the centre, terminates the right wing of this camp ;

on the right, is seen a lonely forest with a distant view of the

sea
;
here Ajax enters when he is about to destroy himself; so

that he is visible to the audience, but cannot for a long time be

seen by the Chorus, which is in the side space of the orchestra.

10. On the other hand, ancient tragedy was required to

fulfil another condition, which could only co-exist with such a

conception of the locality as has been just described. It is

this : the proscenium or stage represents a space in the open air :

what passes here is in public ;
even in confidential discourse the

presence of witnesses is always to be feared. But it was occa-

sionally necessary to place before the spectator a scene which was

confined to the interior of the house ; for example, when the

plan and the idea of the piece required what is called a tragic

situation, that is, a living picture, in which a whole series of

affecting images are crowded together. Scenes of this tre-

mendous power are that in which Clytaetnnestra with the

1 The tcena ductilit and versili*.
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bloody sword stands over the bodies of Agamemnon and Cas-

sandra, holding the garment in which she has entangled her

unfortunate husband ; and, in the succeeding tragedy of the

same trilogy, that in which Orestes is seen on precisely the

same spot, where the same bathing robe now covers the bodies

of JSgisthus and Clytaemnestra. Or, in the tragedy of Sopho-

cles, Ajax, standing among the animals which he has slaughtered

in his frenzy, taking them for the princes of the Greek host,

and now, sunk in the deepest melancholy, contemplates the

effects of his madness. It is easy to perceive that it is not

the acts themselves in the moment of execution
;
but the cir-

cumstances, arising out of those acts when accomplished, which

occupied the reflections and the feelings of the chorus and of

the audience. To bring on the stage groups like these, (in the

choice and disposition of which we recognise the plastic genius

of the age that produced a Phidias), and to bring to view the

interior of dwellings hidden behind the scenes, machines were

used, called Eccyclema and Exostra (the one being rolled, the

other pushed forward). It were presumptuous to attempt to

describe the construction of these machines from the slight in-

dications we could gather from the grammarians; but their

working may be clearly perceived in the tragedians themselves.

The side doors of a palace or tent are thrown open, and in the

same moment an inner chamber with its appropriate decorations

is distinctly seen on the stage, where it remains as a central

point of the dramatic action, till the progress of the drama re-

quires its disappearance in the same manner. We may fairly

presume that these local representations were far from rude or

tasteless ; that they were worthy of the feeling for beauty, and

the fancy of the age and nation which produced them
; espe-

cially in the latter years of ^Eschylus, and during the whole

career of Sophocles, when the mathematicians Anaxagoras and

Democritus had begun to study perspective with a view to the

stage ;
while the scene-painting of Agatharchus gave rise to a

peculiar branch of that art,
1

which, by means of light and

shadow, produced more perfect imitations of real bodies than

had been heretofore known.

1 Called ffKT]voypo.<pla. or ffKiaypaipia.



410 FORM AND CHARACTER OF THE GREEK TRAGEDY.

Machineryfor raising figures from beneath the stage, or bearing
them through the air, for the imitation of thunder and lightning,

&c., arrived at sufficient perfection in the time of the three great

tragedians to accomplish its end. The tragedies of ^schylus,

especially Prometheus, prove that he was not unjustly reproached
with a great love for fantastic appearances ; such as winged
cars

;
and strange hippogryphs, on which deities, like Oceanus

and his daughters, were borne on the stage.

ii. We believe that we have now brought before our

readers the principal features of Greek tragedy, such as it ap-

peared to the spectator when represented in the theatre. But

it is equally necessary, before we venture upon an estimate of

the several tragedians, to offer some remarks on the combina-

tion of the several parts or elements of a Greek tragedy ;
since

this also involves much that is not implied in the general notion

of a drama, and can only be elucidated by the peculiar his-

torical origin of the tragic art in Greece.

Ancient Grecian tragedy consists of a union of lyric poetry
and dramatic discourse, which may be analysed in different

ways. The chorus may be distinguished from the actors, song
from dialogue, the lyrical element from the strictly dramatic.

But the most convenient distinction, in the first place, is that

suggested by Aristotle,
1 between the song of many voices and

the song or speech of a single person. The first belongs to

the chorus only ; the second to the chorus or the actors. The

many-voiced songs of the chorus have a peculiar and deter-

minate signification for the whole tragedy. They were called

stasimon when they were sung by the chorus in its proper place,

in the middle of the orchestra, and parados when sung by the

chorus while advancing through the side entrance of the or-

chestra, or otherwise moving towards the place where it

arranged itself in its usual order. The difference between the

parodos and the stasimon consists mainly in this, that the

former more frequently begins with long series of anapsestic

systems, which were peculiarly adapted to a procession or

march ; or a system of this sort was introduced between the

lyrical songs. As to the signification of these songs, the situa-

1 Poet. u.
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tion of the actors, and the action itself, form the subjects of

reflection, and the emotions which they excite in a sympathizing
and benevolent mind are expressed. The parodos chiefly ex-

plains the entrance of the chorus and its sympathy in the

business of the drama, while the stasima develope this sympathy
in the various forms which the progress of the action causes it

to assume. As the chorus, generally, represented the ideal

spectator, whose mode of viewing things was to guide and con-

trol the impressions of the assembled people, so it was the

peculiar province of the stasimon, amidst the press and tumult of

the action, to maintain that composure of mind which the Greeks

deemed indispensable to the enjoyment of a work of art; and to

divest the action of the accidental and personal, in order to place
in a clearer light its inward signification and the thoughts which

lay beneath the surface. Stasima, therefore, are only intro-

duced in pauses, when the action has run a certain course ; the

stage is often perfectly clear, or, if any persons have remained

on it, others come on who were not in connexion with them

before, in order that they may have time for the change of cos-

tume and masks. In this manner the songs of the assembled

chorus divide the tragedy into certain parts, which may be com-

pared to the acts of modern plays, and from which the Greeks

called the part before the parodos the prologue, the parts be-

tween the parodos and the stasima, episodia, the part after the

last stasimon, exodus. The chorus appears in this kind of

songs in its appropriate character, and is true to its destination,

viz., to express the sentiments of a pious, well-ordered mind in

beautiful and noble forms. Hence this part of ancient tragedy,

both in matter and form, has the greatest resemblance to the

choral lyrics of Stesichorus, Pindar, and Simonides. The

metrical form consists of strophes and antistrophes, which are

connected in simple series, without any artificial interweaving,

as in the choral lyric poetry. Instead, however, of the same

scheme of strophes and antistrophes being preserved through a

whole stasimon, it is changed with each pair. Nor are there

epodes after every pair of strophes ; but only at the close of

the ode.
1 This change of metre (which seems also to have been

1 The epodes, which are apparently in the middle of a long choral song (as in

^Esch. Again. 140 59. Dindorf.) form the conclusion of the parodos. In the
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occasionally connected with an alteration of the musical mode)

was used to express a change in the ideas and feelings ;
and

herein the dramatic lyric poetry differs essentially from the

Pindaric. For whereas the latter rests on one fundamental

thought and is essentially pervaded by one tone of feeling, the

dramatic lyric, containing allusions to past and to coming

events, and subject to the influence of various leanings to the

several interests which are opposed on the stage, undergoes

changes which often materially distinguish the beginning from

the end. The rhythmical treatment of the several parts, too,

is generally less that artificial combination of various elements

which we find in the works of the above-mentioned masters of

choral lyric poetry, than a working out of one theme, often

with few variations. It is as if we heard the passionate song

rushing in a mighty torrent right onwards, while the stream of

Pindar's verse winds its mazy way through all the deep and deli-

cate intricacies of thought. Without venturing upon the extensive

and difficult subject of the difference between the rhythmical
structure of lyric and tragic choral verse, we may remark that,

as the tragedians used not only the Pindai'ic measures, but also

those of the older Ionic and ^Eolic lyric poets, they observe

very different rules in the combination of series and verses. To
make this clear, it would be necessary to go into all the niceties

of the theory of the Greek metres.

12. The pauses which the choral songs produced naturally
divided tragedy into the parts already mentioned, prologue,

episodia, and exodus. The number, length, and arrangement of

these parts admit of an astonishing variety. No numerical rule,

like that prescribed by Horace,
1 here confines the natural deve-

lopment of the dramatic plan.
The number of choral songs was determined by the number

of stages in the action calculated to call forth reflections on the

instance just adverted to, this consists of nine anapaestic systems, and a strophe,

antiatrophe, and epode in dactylic measures, and is immediately followed by the

first ilfuimon, which contains five strophes and antistrophes in trochaic and

logaoedic metres.
1 Art. Poet. 189.

Neve minor, neu sit quinto productior actu

Fabula, qu posci vult et spectata reponi.
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human affections, or the laws of fate which governed the events.

These again depend on the plot, and on the number of persons

necessary to bring it about. Sophocles composed some intri-

cate tragedies, with many stages of the action and many cha-

racters, like the Antigone, which is divided into seven acts
;

and some simple, in which the action passes through few but

carefully worked-out stages, like the Philoctetes, which contains

only one stasimon, and therefore consists of three acts, inclusive

of the prologue. Long portions of a tragedy may run on with-

out any such pause, and form an act. In the Agamemnon of

^Eschylus, the choral song which precedes the predictions of

Cassandra is the last stasimon. 1 These prophecies coincide so

closely with their fulfilment by the death of Agamemnon, and

the emotions which they excite are so little tranquillizing, that

there is no opportunity for another stasimon. In Sophocles'

(Ed'qjus at Colonus, the first general choral song (that is to say,

the parodos, in the meaning above given to it) occurs after the

scene in which Theseus promises to CEdipus shelter and protec-

tion in Attica.
2 Hitherto the chorus, vacillating between

horror of the accursed and pity for his woes ; first fearing much,
then hoping greatly from him

;
is in a state of restless agitation,

and can by no means attain to the serenity and composure
which are necessary to enable it to discern the hand of an over-

ruling power.

13. As to the combination of the episodia or acts, the lyric

may here be far more intimately blended with the dramatic than

in the choral songs of which we have hitherto treated. Wher-

ever the discourse does not express subjects of the intellect, but

feelings, or impulses of lively emotion, it becomes lyrical, and

finds utterance in song. Such songs, which do not stand

between the steps or pauses of the action, but enter into the

action itself (inasmuch as they determine the will of the actors),

may belong to the persons of the drama, to the chorus, or to

both
;
but in no case can they be given to a full chorus. The

third kind of these songs is, in its origin, the most remark-

1 V. 975 1032. Dindorf.
2 v. 668 719. Dindorf. This ode is called the irdpoSos of the CEdipus Coloneus

in Plutarch, An Seni sit ger. Resp. 3.
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able and important, and unquestionably had place in the

early lyrical tragedy. The name of this song, common to the

actors and the chorus, is commas, which properly weans planctus,
' the wailing for the dead/ The wail over the dead is therefore

the primary form from which this species of odes took its rise.

The liveliest sympathy with suffering constantly remains the

main ingredient of the commos ; although the endeavour to in-

cite to an action, or to bring a resolution to maturity, may be

connected with it. The commos often occupies a considerable

part of a tragedy, especially those of ^Eschylus : as for instance,

in the Persians
1 and the Choephoroe? Such a picture of grief

and suffering, worked out in detail, was an essential part of the

early tragedies. In a commos, moreover, the long systems of

artfully interwoven strophes and antistrophes had an appro-

priate place ; since in representation they derived a distinctness

and effect from the corresponding movements of the persons of

the drama and of the chorus, which is necessarily lost to us in

the mere perusal. We find a variety of the commos in scenes

where the one party appears in lyrical excitement, while the

other enounces its thoughts in ordinary language; whence a

contrast arises which produces deeply affecting scenes even in

JEschylus, as in the Agamemnon
3 and the Seven against Thebes.*

But the chorus itself, when agitated by violent and conflicting

emotions, may carry on a lyrical dialogue ; and hence arose a

peculiar kind of choral poetry, in which the various voices are

easily recognized by the broken phrases now repeating, now dis-

puting, what has preceded. Long lyric dialogues of this sort,

in which all or many voices of the chorus are distinguished, are

to be found in JSschylus, and have been noticed by the ancient

commentators.
5

Succeeding tragedians appear to have em-

1 JExih. Pert. 9071076. The entire exodus is a commos.
1 JEsch. Chofph. 306478.
* Jisch. Agam. 1069 1177, where the lyrical excitement gradually passes from

Cassandra to the chorus.

4 JE*ch. Sept. cont. Thtb. 369708, through nearly the whole episodion. Comp.
Suppl. 346437-

8 See Schol. ^Esch. Bum. 139, and Tkeb. 94. Instances are furnished by
14077, 25475. 777 9. 83646. Theb. 78181. Suppl. 101974. The

editions frequently denote these single voices by hemichoria
;
but the division of

the chorus into two equal parts, called 5<xfy>ta in Pollux, only occurred in certain

rare circumstances, as in .-Each. Theb. 1052. Soph. Aj. 866.
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ployed these choral songs, exclusively in connexion with commi,
and bring forward only a few single voices out of the whole

chorus.
1 When the chorus enters the orchestra, not with a

song of many voices, sung in regular rows, but in broken ranks,

with a song executed in different parts, the choral ode consists

of two portions ; first, one resembling a commos, which accom-

panies this irregular entrance ; and, secondly, one like a sta-

simon, which the chorus does not execute till it has fallen into

its regular order. Examples are to be found in the Eumenides

of ^Eschylus and the (Edipus Coloneus of Sophocles.
2 The

tragedians have also interspersed separate smaller choral songs,

which the ancients expressly distinguish from the stasima/ and

which are properly designated by the word Hyporchemes ;

4

songs which depict an enthusiastic state of feeling, and were

united with expressive animated dances, of a kind very different

from the ordinary grave Emmeleia. They are frequently used

by Sophocles in suitable places, to mark a strong but transitory

sentiment.
5 On the other hand, lyrical parts were sometimes

allotted to the persons of the drama : these were in general

called O.TTO <TK?JI>TJC, and were either distributed into dialogues or

delivered by single performers. Long airs of this sort, called

Monodies, in which one person, generally the protagonist of the

drama, abandons himself, without restraint, to his emotions,

form a principal feature in the tragedies of Euripides.
6 As the

regular return of fixed musical modes and rhythms was not re-

concileable with the free utterance and almost uncontrollable

current of such passionate outpourings, the antistrophe gradually

1 As in Soph. (Ed. Col. 117, sqq. Eurip. Ion. 184, sqq.
3 In the Eumenides of JEschylus, the expression xP^>v flfw/*e", v. 307, denotes

this regular disposition of the chorus.
3 Schol. Soph. Track. 205. Similar odes in Aj. 693. Phil. 391, 827.
4 Which occurs in Tzetzes, irepl rpayiKTJs Troiijirews, in Cramer Anecd. vol. III.

p. 346.
s The hyporchemes, however, can scarcely be distinguished from the songs re-

sembling the commos, since in the latter the entire chorus could hardly have joined

in the song and dance. In the commatic odes in the Seven against Thebes of

^Eschylus, especially in the first, v. 78 i8x, a dancer named Telestes (probably

as leader of the chorus) represented, by means of mimic dances, the scenes of war

described in the poetry, Athen. I. p 22. A.
8
Aristophanes says of him, that he &vtrpe<j)ev (TIJV rpayySiav) novvSiai

acxpuvra (uyvtis ; Cephisophon being his chief actor. Ran. 944. cf. 874.
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disappeared, and the almost infinitely irregular rhythmical

structures (called aTro\t\v[jitva), in the style of the later dithy-

rambics, came into use. The artificial system of regular forms,

to which Greek art (and more particularly that of the earlier

periods) completely subjected the expression of feeling and

passion, was here completely swept away by the torrent of

human affections and desires, and a kind of natural freedom was

established.

As to what regards the detail of rhythmical forms, it is suf-

ficient for our purpose to remark, that all the earlier lyrical

measures might be used for the songs of a single person of the

chorus or the stage, as well as for the stasima ; but that, gene-

rally, grave and solemn forms were applicable only to the songs

of the whole chorus; and that lighter and more sprightly

measures, more suited to the expression of emotion and affec-

tion, prevailed in the monodies. Hence the rhythms of the

Doric mode, known from Pindar, are found only in the stasima
;

not in commi and songs airo aKrjvrig, which afford no place

where this mode could sustain its peculiar character.
1 On the

other hand, dochmia 2
are admirably fitted, by their rapid move-

ment and the apparent antipathy of their elements, to depict

the most violent excitement of the human mind
;
while the

great variety of form which may be developed from them, lends

itself equally to the expression of stormy passion and of deep

melancholy. Tragedy has no form more peculiarly her own,
nor more characteristic of her entire being and essence. A
fixed difference in the metrical forms of the commos and the

airo aKTjvng is not perceptible ; we only know from Aristotle,

that certain modes were peculiar to certain persons of the drama,
in consequence of the peculiar energy or pathos of the character,

which appeared suited to the acting or suffering heroes or

heroines of the drama, but not to the merely sympathizing
chorus.

3

1 Plutarch dc Miuicd 17, indeed, says that even rpayiKol olxrot, i. e. commoi,
were originally set in the Doric mode; but this must refer to the tragedians
before JEschylus.

1 The main form is ^ _/_ /_ ,_, /_ ;
an antispastic composition, in which the arsis

of the iambic and that of the trochaic part coincided.

Arbtot. Probl. XIX. 48.
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14. All the odes we have hitherto described are properly of

a musical nature, called mele by the ancients
; they were sung to

an accompaniment of instruments, among which sometimes the

cithara and lyre, sometimes the flute predominated. Other

pieces belong to that middle kind, between song and speech, of

which we have spoken in treating of the rhapsodic recitation of

the epos, the elegy, and the iambus. 1 The anapsestic systems,
which were chanted sometimes by the chorus, sometimes by the

actors, but properly as an accompaniment to a marching move-

ment, either of entrance or exit, escort or salutation, recall the

Spartan marching songs.
2 We can hardly imagine them as set

to regular melodies, nor yet as delivered in common speech.

In the early tragedy they are allotted, in long systems, as a

portion of the parodos, to the chorus when entering in rank

and file. Hexameters were sometimes recited by the actors in

announcing important tidings, or uttering serious reflections;

where the peculiar dignity and gravity of this majestic measure

produced great effect.
3 The usual trochaic verses which were

allied to dialogue admitted of a higher-toned recitation, and espe-

cially of a more lively gesticulation, like that used in dancing ;

as we have already had occasion to remark.

15. We now come to the Epeisodia, where the predomi-
nant character is not, as in the parts we have hitherto consi-

dered, the feeling, but the intellect, which, by directing the will,

seeks to render external things subject to itself, and the opinions

of others conformable to its own. This was originally the least

important element. The variety of forms of discourse which

tragedy exhibits grew by degrees out of mere narration. Here

also the chorus forms no contrast to the persons of the drama.

It is itself, as it were, an actor. The dialogues which it holds

with the persons on the stage are, however, necessarily carried

on, except in a few cases,
4 not by all its members, but by its

leader. Rare examples, and those only in ^Eschylus, are to be

found, in which the members of the chorus converse among

1 Ch. IV. 3. ch. X. 2.
a Ch. XIV. 2.

8 See Soph. Phil. 839. Eurip. Phoethon, fragm. e cod. Paris, v. 65. (fragm.

2. ed. Dindorf.)
4 As jEsch. Pers. 1 54. x/jewf ai/rijp irdv-ras /J.6doi<ri irpoffavdav.

VOL. I. E E
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themselves ;
as in the Agamemnon, where the twelve choreutae

deliver their thoughts as twelve actors might do ;

'

others, in

which they express their opinions individually, in the form of

dialogue with a person on the stage.
2 The arrangement of the

dialogue is remarkable for that studious attention to regularity

and symmetry which distinguishes Greek art. The opinions

and desires which come into conflict are, as it were, poised in a

balance throughout the whole dialogue; till at length some

weightier reason or decision is thrown into one of the scales.

Hence the frequent scenes so artfully contrived in which verse

answers to verse, like stroke to stroke ;

3 and again, others in

which two, and sometimes more, verses are opposed to each

other in the same manner. Even whole scenes, consisting of

dialogue and lyrical parts, are sometimes thus symmetrically

contrasted, like strophes and antistrophes.
4

The metre generally used in this portion of ancient tragedy

was, as we have already remarked, in early times the Trochaic

tetrameter, which, in the extant tragedies, is found only in dia-

logues full of lively emotion, and in many does not occur at all.

The Persians of ^schylus, probably the earliest tragedy we

possess, contains the greatest number of trochaic passages.
On the other hand, the Iambic trimeter, which Archilochus had

fashioned into a weapon of scorn and ridicule, was converted,

by judicious alterations in the treatment, leaving its fundamen-

tal character unchanged, into the best metrical form for a

vigorous, animated, and yet serious conversation. But in the

works of iEschylus it maintained a greater elevation above or-

dinary prose than in those of his predecessors ;
not only from

the stately sound of the reiterated long syllables, but also from

the regular accordance of the pauses in the sense with the ends

of verses, by which the several verses stand out distinct. The
later tragedians not only made the construction of the verses

more varied, light, and voluble, but also divided and connected

them more frequently according to the endings and beginnings

1 J*ch. Agam. 134671. The three preceding trochaic verses, by which the

consultation LB introduced, are spoken by the three first persons of the chorus alone.
' ./Each. Agam. 1047 1113.
* These single verse* were called (rr<xo/ii50ta.
4 As in the Electro of Sophocles, v. 1398 1421, and v. 1422 41, correspond.
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of sentences ; whereby the dialogue acquired an expression of

freer and more natural movement.

After having thus investigated and analyzed in detail the

forms in which the tragic poet had to embody the creations of

his genius, we should naturally proceed to investigate the essence

of a Greek tragedy, following the track indicated by the cele-

brated definition of Aristotle,
'

Tragedy is the imitation of some

action that is serious, entire, and of a proper magnitude ; effect-

ing through pity and terror the refinement of these and similar

affections of the soul/ l

But this cannot be done till we have examined more closely

the plan and contents of separate tragedies of ^Eschylus and

Sophocles. We shall therefore best accomplish our aim by

proceeding to consider the peculiar character of JEscbylus as

presented to us by his life and works.

1 Aristot. Poet. 6. ni/j.T](ris ir/>t(ews ffirovSaias ical reXday,

it' Alov Kal tpbfiov jrepatvovva TTJV ruv TOIOVTUV iraOr)/j.dT<>}V icdOapffiv.

E E 2
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CHAPTER XXIII.

^SCHYLTJS.

i. Life of ^Eschylus. i. Number of his tragedies, and their distribution into

trilogies. 3. Outline of his tragedies ;
the Persians. 4. The Phineus and

the Glaucus Pontius. 5. The ^Etncean women. 6. The Seven against

Thebes. 7. The Eleusinians. 8. The Suppliants ; the Egyptians. 9. The

Prometheus bound. 10. The Prometheus unbound. u. The Agamemnon.
12. The' Choephorce. 13. The Eumenides, and the Proteus. 14. Genera

characteristics of the poetry of ^schylua. 15. His latter years and death.

T TIT SCHYLUS, the son of Euphorion, an Athenian, from

-/T_J the hamlet of Eleusis, was, according to the most

authentic record, born in Olymp. 63. 4. B.C. 525.' He was

therefore thirty-five years old at the time of the battle of Mara-

thon, and forty-five years old at the time of the battle of

Salamis. Accordingly, he was among the Greeks who were

contemporary, in the fullest sense of the word, with these great

events, and who had felt them with all the emotions of a pa-

triotic spirit. His epitaph speaks only of his fame in the battle

of Marathon, not of his glories in poetic contests.
2

^Eschylus

belonged completely to the race of the warriors of Marathon, in

the sense which this appellation bore in the time of Aristo-

phanes ; those patriotic and heroic Athenians, of the ancient

stamp, from whose manly and honourable character sprang all

the glory and greatness which were so rapidly developed ii

Athens after the Persian war.

JEschylus, like almost all the great masters of poetry in an-

cient Greece, was a poet by profession ;
he had chosen the

1 The celebrated chronological inscription of the island of Paros states the
;

of hu death and his age, whence the year of his birth can be determined.

Cyngeirus, the enthusiastic fighter of Marathon, is called the brother <

^Eschylua: it is certain that his father was named Euphorion, Herod. VI. 114,

with Valckenaer's note. On the other hand, Ameinias, who began the battle of

Balamis, cannot well have been a brother of ^Eschylus, since he belonged to the

deme of Pallene, while ^Eschylus belonged to the deme of Eleusis.
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exercise of the tragic art as the business of his life. This ex-

ercise of art was combined with the training of choruses for

religious solemnities. The tragic, like the comic, poets were

essentially chorus teachers. When ^Eschylus desired to repre-

sent a tragic poem, he was obliged to repair, at the proper time,

to the Archon, who presided over the festivals of Bacchus,
1 and

obtain a chorus from him. If this public functionary had the

requisite confidence in the poet, he granted him the chorus ;

that is to say, he assigned him one of the choruses which were

raised, maintained, and fitted out by the wealthy and ambitious

citizens, as choregi, in the name of the tribes or Phylse of the

people. The principal business of JEschylus then was to prac-

tise this chorus in all the dances and songs which were to be

performed in his tragedy ;
and it is stated that ^Eschylus em-

ployed no assistant for this purpose, but arranged and conducted

the whole himself.

Thus far the tragic was upon the same footing as the lyric,

especially the dithyrambic, poet, since the latter received his

dithyrambic chorus in the same manner, and was likewise re-

quired to instruct it. The tragic poet, however, also required

actors, who were paid, not by the choregus, but by the state,

and who were assigned by lot to the poet, in case he was not

already provided. For some poets had actors, who were attached

to them, and who were peculiarly practised in their pieces ;

thus Cleandrus and Myniscus acted for ^Eschylus. The prac-

tising or rehearsal of the piece was always considered the most

important, because the public and official part of the business.

Whoever thus brought out upon the stage a piece which had

not been performed before, obtained the rewards offered by the

state for it, or the prize, if the play was successful. The poet,

who merely composed it in the solitude of his study, could lay

no claim to the rewards due for its public exhibition.

a. These statements show that the exercise of the tragic

art was the sole occupation of a man's life, and (from the great

fertility of the ancient poets) absorbed every faculty of his mind.

There were extant in antiquity seventy dramas of JSschylus ;

1 This was for the great Dionysia, the first Archon, 6 &px<*v KO.T' e^ox^v ;
for the

Lenea, the second, the basileus.



422 JESCHYLUS.

and among these the satyric dramas do not appear to be in-

cluded.
1 All these plays fall in the period between Olymp. 70.

i. B.C. 500, and Olymp. 81. I. B.C. 456. In the former of

these years, JSschylus, then in his twenty-fifth year, first strove

with Pratinas for the prize of tragedy, (upon which occasion the

ancient scaffolding is said to have given way), and in the latter

year the poet died in Sicily. Accordingly he produced seventy

tragedies in a period of forty-four years. That the excellence

of these works was generally recognized is proved by the fact of

JEschylus having obtained the prize for tragedy thirteen thnes.
:

For, since at every contest he produced three tragedies, it fol-

lows that more than half his works were preferred to those of

his competitors, among whom there were such eminent poets as

Phrynichus, Choerilus, Pratinas, and Sophocles ;

3 the latter of

whom had, at his first representation, in Olymp. 77. 4. B.C. 493,
obtained the prize from vEschylus.

It has been already stated that ^Eschylus composed three

tragedies for every tragic contest in which he appeared as a

competitor ; and to these, as was also remarked, a satyric drama

was annexed. In making this combination, ^Eschylus followed

a custom which had probably grown up before his time, and

which was retained as long as tragedy continued to flourish in

Athens. But ^Eschylus differed from his successors in this,

that his three tragedies formed a whole, connected in subject

and plan ; while Sophocles began to oppose three separate

tragedies to an equal number produced by his rivals.
4 We

1 In the much contested passage at the end of the Vita ^Eschyli, should probably
be written, troi-rifff 5pd/j.ara e/Sdo/x^KOcra /cai iicl rci/rott ffarvputd d^(f>i3o\a teivrt.

' He composed 70 dramas, and also satyric dramas
;
five are ascribed to him on

doubtful authority.' The extant titles of dramas of ^Eschylus are, including the

satyric dramas, about 38.

According to the life. First in Olymp. 73, 4. according to the Parian marble.
* The calculation is indeed rendered somewhat uncertain by the fact that Eupho-

rion, the son of --Eschylus, gained the prize four times after his father's death,

with dramas which had been bequeathed to him by his father, and which had

not been before represented: Suidas in EiKpopluv. Accordingly, 12 of the 70

tragedies probably fall after Olymp. 81. i. The four prizes ought not, however,
to be deducted from the 1 3 gained by ^Eschylus, since Euphorion was publicly

proclaimed victor, although it was well known that the tragedies were composed

by ^Eschylus.
4 This i* the meaning of the words, Spipa irpdj Spifia. &-,ui'i(a6cu, d\\d

rpi\oyiat>. Suidas in
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should be at a loss to understand by what means the three pieces

composing the trilogy were formed into a connected series,

without depriving each piece of its individual character, if we
were not so fortunate as to possess a trilogy of ^schylus, in his

Agamemnon, Choephoroe, and Eumenides. The best illustration

of the nature of a trilogy will therefore be a short analysis of

these dramas, and accordingly we proceed to give an account of

his extant works.

3. Of the early part of the career of ^schylus we do not

possess a single work. All his extant dramas are of a later

date than the battle of Salamis. Probably his early works con-

tained little to attract the taste of the later Greeks.

The earliest of the extant works of ^schylus is probably the

Persians, which was performed in Olymp. 76. 4. B.C. 472 ; a

piece unique in its kind, which appears, at a first glance, more
like a lament over the misfortunes of the Persians than a tragic

drama. But we are led to modify this opinion, on considering
the connexion of the parts of the trilogy, which is apparent in

the drama itself.

We will give an outline of the plan of the Persians of

vEschylus. The chorus (consisting of the most distinguished
men of the Persian empire, into whose hands Xerxes, at his de-

parture, had committed the government of the country) pro-
claim in their opening song the numbers and power of the Per-

sian army ; but, at the same time, express a fear of its destruc-

tion
; for

' what mortal man may elude the insidious deceit of

the gods r The first stasimon, which immediately follows the

opening choral song, describes, in a more agitated manner, the

grief of the country in case the army should not return. The

chorus is preparing for a deliberation, when Atossa appears, the

mother of Xerxes, and widow of Darius
;
she relates an ominous

dream which has filled her with anxious forebodings. The

chorus advise her to implore the gods to avert the impending

evil, and especially to propitiate the spirit of Darius by liba-

tions, and to pray for blessing and protection. To her ques-

tions concerning Athens and Greece they answer with charac-

teristic descriptions of the distinctions of the different nations ;

when a messenger from Greece arrives, and, after the first

announcements of mishap and laments of the chorus, he presents
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a magnificent picture of the battle of Salamis, with its terrific

consequences for the Persian army. Atossa resolves, though

everything is lost, to follow the advice of the chorus, in case

any benefit may be obtained from it. In the second stasimon

the chorus dwell upon the desolation of Asia, to which is added

a fear that the subject nations will no longer endure their ser-

vitude. In the second episodion the libations for the dead

change into an evocation of the spirit of Darius. The chorus,

during the libations of Atossa, call upon Darius, in songs re-

sembling a commos, full of warmth and feeling, as the wise and

happy ruler, the good father of his people, who now alone can

help them, to appear on the summit of the tomb. Darius ap-

pears, and learns from Atossa (for fear and respect tie the

tongue of the chorus) the destruction of the kingdom. He

immediately recognizes in the event the ' too speedy fulfilment

of oracles/ which might have been long delayed, had not the

arrogance of Xerxes hastened their accomplishment.
' But

when any man, of his own accord, hurries on to his ruin, the

deity seconds his efforts/ He regards the crossing of the

Hellespont as an enterprise contrary to the will of the gods,

and as the main cause of their wrath ; and, on the authority of

oracles known to him, which are now to be completely fulfilled,

especially on account of the violation of the Greek temples, he

announces that the remains of the invading Persian amiy will

be destroyed at the battle of Platjea. The annihilation of its

power in Europe is a warning given by Zeus to the Persians,

that they should be satisfied with their possessions in Asia. The
third stasimon, which concludes this act, describes the power
which Darius had gained without himself invading Greece or

crossing the Halys ; contrasted with the misfortunes sent by
the gods upon Persia for infringing these principles. In the

third act Xerxes himself appears as a fugitive, in torn and rag-

ged kingly garments, and the whole concludes with a long com-

mos, or orchestic and musical representation of the despair of

Xerxes, in which the chorus takes a part.

4. It appears from this outline, that the evocation and ap-

pearance of Darius, and not the description of the victory, form

the main subject of this drama. The arrogance and folly of

Xerxes have brought about the accomplishment of the ancient
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oracles, and caused the fate which was hanging over Asia and

Greece to be fulfilled in the destruction of the Persian power.
The oracles alluded to in general terms by Darius are known to

us from Herodotus. They were predictions attributed to Bacis,

Musseus, and others, and they had been made known, though in a

garbled form, by Oiiomacritus, the companion of the Pisistratids

at the Persian court.
1

They contained allusions to the bridging
of the Hellespont, the destruction of the Grecian temples, and

the invasion of Greece by a barbarian army. They referred, in-

deed, in part, to mythical events, but they were then (as has been

often the case with other predictions) applied to the events of

the time.
2 Now we know from a didascalia that the Persians was,

at its representation, preceded by a piece entitled the Phineus.

It is sufficient to observe that Phineus, according to the mytho-

logists, received the Argonauts on their voyage to Colchis, and,

at the same time, foretold to them the adventures which were

yet to befal them.

We have shown in a former chapter
3
that the notion of an

ancient conflict between Asia and Europe, leading, by successive

stages, to events constantly increasing in magnitude, was one of

the prevailing ideas of that time. It is probable that JEschylus
took this idea as the basis of the prophecies of Phineus, and

that he represented the expedition of the Argonauts as a type
of the greater conflicts between Asia and Europe which suc-

ceeded it. We will not follow out the mythical combinations

which the poet might have employed, inasmuch as what we

have said is sufficient to explain the connexion and subject of

the entire trilogy.

The same purpose is likewise perceptible in the third piece,

the Glaucus Pontius. 4 The extant fragments show that this

marine demigod (of whose wanderings and appearances on

various coasts strange tales were told in Greece) described

in this tragedy a voyage which he had made from Anthedon

1 See ch. XVI. 5.
* Herod. VII. 6. IX. 42, 43.

3 Ch. XIX. . 4.
4 The argument of the Persians mentions the FXaC/cos TLorviefa. But as the two

plays of ^Eschylus, the Glaucus Pontius and Glaucus Potnieus are confounded in

other passages, we may safely adopt the conjecture of Welcker, that the Glaucus

Pontius is the play meant in the argument just cited.
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through the Euboean and ^Egean seas to Italy and Sicily. In

this narrative a prominent place was filled by Himera, the city

in which the power of the Sicilian Greeks had crushed the

attempts of the Carthaginian invaders, at the time of the battle

of Salamis. In this manner ^Eschylus had an opportunity of

bringing this event (which was considered as the second great

exploit by which Greece was saved from the yoke of the barba-

rians) into close connexion with the battle of Platsea
;
since the

scene of the drama was Authedon in Bceotia, where Glaucus

was supposed to have lived as a fisherman. It may likewise be

conjectured that in the tragedy of Phineus, the Phoenicians, as

well as the Persians, may have been introduced into the predic-

tions respecting the conflicts between Asia and Greece.
1

5. Accordingly in this trilogy, JSschylus shows himself a

friend of the Sicilian Greeks, as well as of his countrymen at

Athens. His connexion with the princes and republics of Sicily

must be here considered, since it exercised some influence upon
his poetry. The later grammarians (who have filled the history
of literature with numerous stories founded upon mere conjec-

ture) have assigned the most various motives for the residence

of .ZEschylus in Sicily, which was an ascertained fact, by enu-

merating all the circumstances in his life at Athens, which could

have induced him to become a voluntary exile. Some accounts

of a different character have, however, been preserved, on which

we may safely rely.
2

JEschylus was in Sicily with Hiero, just
after this ruler of Syracuse had built the town of ^Etna, at the

1
[The explanation given in 4 of the trilogy referred to is exceedingly doubtful.

The main subject of the Persians is evidently the discomfiture of the invading
Persians by the Greeks. The evocation of Dariua is merely a device to introduce
the battle of Plattea, which consummated their defeat, as well as the battle of

Salamis. The notion that the Phineus, Persians, and Glaucus formed a trilogy
in which the subjects of the three pieces were connected, is highly improbable ;

and the conjecture that the third piece was the Glaucus Pontius, and not the

Potnifus, aa the didascalia tells us, is gratuitous. It cannot be doubted that

many of the plays of ^Eschylus were written in connected trilogies ; but it is

impossible to prove that they all were, and that the introduction of disconnected

piece* was an innovation of Sophocles, as is asserted below, chap. XXIV. 4.

p. 450. The very trilogy in question will be, to many persons, a sufficient proof of

the contrary. EDITOR.]
* Eratoath. ap. Schol. Aristoph. Ran. 1055 (1060), and the Vita ^f.schyli, with

the additam. e cod. Owlferbytanv.
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foot of the mountain, and in the place of the ancient Catana.

At this time he composed his tragedy of the Women of sEtna,
in which he announced the prosperity of the new colony. The

subject of it, as its name, borrowed from the chorus, betokens,
must have been taken from the events of the day. At the same
time he reproduced the Persians at the court of Hiero

; but

whether with alterations, or as it had been acted at Athens,
was a matter of controversy among the ancient scholars. Hence
it appears that .JSschylus, soon after the appearance of the Per-

sians, went to Sicily, about the year 471 B.C., four years after

the time when ^Etna was founded, and when it was not quite
finished. Hiero died four years afterwards, in 467 B.C., (Olymp.

78. 2.) ; but ^Eschylus must have left Sicily before this event,

as in the beginning of the year 468 B.C. (Olymp. 77. 4.) we
find him again at Athens, and engaged in a poetical contest with

Sophocles. According to the ancients, his acquaintance with

the Pythagorean philosophy and his use of certain rare Doric

expressions then used in Sicily, may be traced to his residence

in that island.

6. The tragedy of the Seven against Thebes falls in the

next time. It is known to have been acted after the Persians,

and before the death of Aristides (which occurred about 462 B.C.)
1

In this drama the ancients peculiarly admired the warlike spirit

exhibited by the poet ; and, in fact, a fire burns throughout it

which could only have been kindled in a brave and heroic

breast. Eteocles appears as a wise and resolute general and

hero, as well in the manner in which he recommends tranquillity

to the women of the chorus, as in the answers which he makes

to the tidings of the messengers, and in his opposing to each of

the seven haughty leaders of the hostile army (who come like

giants to storm the walls of Thebes) a brave Theban hero ;
until

at length Polynices, his own brother, is named, when he declares

his resolution to go out himself to meet him. The determi-

nation of Polynices to reserve himself for the combat with his

brother creates an anxious interest in an attentive hearer ; and

his announcement of this resolution is the pivot upon which the

1 See Clinton, F. H. ad ann. 472. Aristophanes, Ran. 1026, appears to con-

sider the Persians as posterior to the Seven against Tliebes.
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whole piece turns. Nothing can be more striking than the

gloomy resoluteness with which Eteocles recognizes the opera-

tion of the curse pronounced by (Edipus against his two sons,

and yet proceeds to its fulfilment. The stasimon of the

chorus which follows plainly recognizes the wrath and curse of

(Edipus as the cause of all the calamities which threaten the

Thebans. This dark side of the destiny of Thebes had not

been revealed in the previous part of the drama, although
Eteocles had once before declared his fear of the woes which

this curse might bring upon Thebes (v. 70). Soon afterwards

arrives the account of the preservation of the city, but with the

reciprocal slaughter of the brothers. The two sisters, Antigone
and Ismene, now appear upon the stage ; and, with the chorus,

sing a lament for the dead ; which is very striking from the

blunt ingenuity and melancholy with which yEschylus has

contrived to paint in the strongest colours the calamities and

perversities of human life.
1 At the conclusion, the two sisters

separate from the chorus ; inasmuch as Antigone declares her

intention to bury her brother Polynices, against the command
of the senate of Thebes, which had just been proclaimed.

7. This concluding scene therefore points as distinctly as

the end of the Choephorce to the subject of a new piece, which

was doubtless the Eleusinians. This drama appears to have

turned upon the burial of the Argive heroes slain before the

gates of Thebes ; which burial was carried into execution by
Theseus with the Athenians, against the will of the Thebans,
and in the territory of Eleusis. It is manifest that the fate of

Antigone (who, following her own impulse, had buried her

brother, and either suffered or was to suffer death in conse-

quence) was closely connected with this subject. But neither

the plan nor the prevailing ideas of this last drama of the

trilogy can be gathered from the few fragments of it which

remain.

The connexion of the Seven against Thebes with a preceding

1 An when the chorus says, 'Their hate is ended: their lives have flowed

together on the gory earth; now in truth are they Wood- relations' (S/tat/i

v. 938-40, or where it is said, that the evil genius of the race has placed the trophies
of destruction at the gate where they fell, and never rested till it had overcome
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piece is less evident, hi the same way that the Choephoroe points
forward far more distinctly to the Eumenides than it points
backward to the Agamemnon. But since we perceive in the

extant trilogy that JSschylus was accustomed to develope com-

pletely all the essential parts of a mythological series, it cannot

be doubted that the Seven against Thebes was preceded by some
drama with which it was connected. The subject of this drama
should not, however, be sought, with some critics, in the fables

respecting the expedition of the Argive heroes ; for they do not

form the centre about which this tragic composition revolves,

but are a vast foreign power breaking in upon the destinies of

Thebes. It should rather be sought in the earlier fortunes of

the royal family of Thebes. If we consider the great effect

produced in the Seven against Thebes by the curse of

(Edipus, we must conclude that this curse must have been

treated as the principal subject of the preceding play ; so as to

be kept in mind by the spectators during the speeches of

Eteocles, and to spread over the whole that feeling of anxious

foreboding which is one of the most striking effects of tragedy.
1

It may, therefore, be probably inferred that it was the (Edipus,

one of the lost plays of ^Eschylus, with which this trilogy

commenced.

The poetry of JEschylus furnishes distinct and certain evi-

dence of his disposition and opinions, particularly with respect

to those public occurrences which at that time occupied

the mind of every patriotic Greek; and in speaking of the

Seven against Thebes, our attention has been called to his poli-

tical principles, which appear still more clearly in the Orestean

trilogy. JEschylus was one of those Athenians who strove to

moderate the restless struggles of their countrymen after demo-

cracy and dominion over other Greeks ;
and who sought to

maintain the ancient severe principles of law and morality,

1 The account of this curse which was given by JEschylus seems to have been

in several respects peculiar. (Edipus not only announced that the brothers would

not divide their heritage in amity (according to the Thebaid in Athen. XI. p. 466),

but he also declared that a stranger from Scythia (the steel of the sword) should

make the partition as an arbitrator (Sar^-nfo according to the language of the

Attic law). If (Edipus had not used these words, the chorus, v. 729 and 944, and

the messenger, v. 817, could not express the same idea, in nearly the same terms.
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together with the institutions by which these were supported.

The just, wise, and moderate Aristides was the statesman ap-

proved of by JEschylus, and not Themistocles, who pursued the

distant objects of his ambition, through straight and crooked

paths, with equal energy. The admiration of ^Eschylus for

Aristides is clearly seen in his description of the battle of Sala-

mis.
1 In the Seven against Thebes, the description of the

upright Amphiaraus, who wished, not to seem, but to be, the

best ; the wise general, from whose mind, as from the deep
farrows of a well-ploughed field, noble counsels proceed ; was

universally applied by the Athenian people to Aristides, and

was doubtless intended by ^Eschylus for him. Then the com-

plaint of Eteocles, that this just and temperate man, associated

with impetuous companions, must share their ruin, expresses

the disapprobation felt by ^Eschylus of the dispositions of other

leaders of the Greeks and Athenians; among the rest, of

Themistocles, who at that time had probably gone into exile on

account of the part he had taken in the treasonable designs of

Pausanias.

8. We come next to the trilogy which may be called the

Danais, and of which only the middle piece is preserved in the

Suppliants. An historical and political spirit pervades this

trilogy. The extant piece turns upon the reception in Pelasgic

Argos of Danaus and his daughters, who had fled from Egypt
in order to escape the violence of their suitors, the sons of

^Egj
r

ptus. They sit as suppliants near a group of altars

(*cou'ow/im), in front of the city of Argos ; and the king of

the Argives (who is fearful of involving his kingdom in distress

and danger) is induced, after many prayers and entreaties, to

convene an assembly of the people, in order to deliberate con-

cerning their reception. The assembly, partly from respect for

the rights of suppliants, and partly from compassion for the

persecuted daughters of Danaus, decrees to receive them. The

opportunity soon presents itself of fulfilling the promise of pro-
tection and security : for the sons of JEgyptus land upon the

coast, and (during the absence of Danaus, who is gone to pro-
cure assistance) the Egyptian herald attempts to carry off the

1

Comp. Per$a, w. 447471, with Herodot. VIII. 95.
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deserted maidens, as being the rightful property of his masters.

Upon this, the king of the Pelasgians appears in order to pro-
tect them, and dismisses the herald, notwithstanding his threats

of war. Nevertheless, the danger is averted only for the moment
;

and the play concludes with prayers to the gods that these

forced marriages may be prevented, with which are intermingled
doubts concerning the fate determined by the gods.

The want of dramatic interest in this drama partly proceeds
from its being the middle piece of a trilogy. The third piece,

the Danaides, doubtless contained the decision of the contest

by the death of the suitors, with the exception of Lynceus ;

while a preceding drama, the Egyptians, must have explained
the cause and origin of the contest in Egypt. There are other

instances, in the middle pieces of the trilogies of ^Eschylus, of

the action standing nearly still, the attention being made to

dwell upon the sufferings caused by the elements which have

been set in motion. The idea of the timid, afflicted virgins

flying from their suitors' violence like doves before the vulture

(which is worked out, in lyric strains, with great warmth and

intensity of feeling) is evidently the main subject of the drama ;

it seems, indeed, that the preservation of the play has been due

to the beauty of these choral odes. Yet the reception of the

Danaides must have been a much more appropriate and impor-
tant subject for a tragedy, according to the ideas of JSschylus,

than according to those of Sophocles and Euripides. What
this action wants in moral significance was compensated, in his

opinion, by its historical interest. j^Eschylus belongs to a

period when the national legends of Greece were considered,

not as mere amusing fictions, but as evidences of the divine

power which ruled over Greece. An event like the reception

of the Danaides in Argos, on which depended the origin of the

families of the Perseids and Heracleids, appeared to him as a

great work of the counsels of Zeus ;
and to record the opera-

tion of these on human affairs seemed to him the highest calling

of the tragic poet. Contrary to the custom of epic and tragic

poets, he ascribes the greatest merit of the act to the Argive

people, not to their king, and accordingly, the chorus, in a

beautiful song (v. 625 709), invokes blessings upon them, the

cause of which is evidently to be found in the relations which
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then subsisted between Athens and Argos. ^Ischylus, however,

never makes forced allusions to contemporary events ; they arise

naturally out of his mode of considering history, which closely re-

sembles that of Pindar. According to this view, it was in the early

mythical ages that the Greek states received the lot of their

future destinies and were fixed in that position which they

occupied in later times. Those passages in the Suppliants

which so plainly refer to the establishment of a well regulated

popular government in Argos and to treaties with foreign states

by which war might be avoided,
1 make it evident that this piece

was produced about the time when the alliance between Athens

and Argos was already in operation, perhaps towards the eud

of Ol. 79, B.C. 46 1.
2

Also, the threats of a war with Egypt,
which are implied in the plot of this tragedy, furnish the poet

with a favourable opportunity for introducing some striking and

impressive sayings, which necessarily held out great encourage-

ment to the Athenians for the war with Egypt, which began

Olymp. 79. 3. B.C. 462; as when we find it said that 'The

fruit of the papyrus
'

(which was the common food of the

Egyptians) 'conquers not the wheat-stalk/ 3

9. The Prometheus was in all probability one of the last

efforts of the genius of ^Eschylus, for the third actor is to a

certain extent employed in it (chap. XXII. 7). It is, beyond
all question, one of his greatest works. Historical allusions

are not to be expected in this play, as the subject does not

comprise the events of any particular state or family, but re-

fers to the condition and relations of the whole human race.

Prometheus, as we had occasion to remark when speaking of

Hesiod (chap. VIII. 3, p. 122 note), represents the provi-

dent, aspiring understanding of man, which ardently seeks to

improve in all ways the condition of our being. He was

represented as a Titan, because the Greeks, who considered

1 Thus the chorus says, v. 698 703 :
'

May the people, who rule the city, main-

tain their rights may they give foreigners their due, before they put weapons into

the hands of Ares.'

* This alliance is more distinctly mentioned in the Eumenidet (v. 765, seqq.),
which was brought out a few years after.

' V. 761, coinp. v. 954.
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the gods of Olympus as rulers only, not as creators, of the

human race, laid the foundation and beginning of man in the

time which preceded the kingdom of the Olympian gods.

Thus, according to the conception of ^Eschylus, he is the

friend and mediator of man '
the daemon most friendly to

mankind/ in that period of the world when the kingdom of

Zeus began. He does not, however, spiritualize him into a

mere allegory of foresight and prudence, for in ^Eschylus a

real, lively faith in the existence of mythical beings is har-

moniously combined with a consideration of their significance.

By teaching men the use of fire, Prometheus has made them

acquainted with all the arts which render human life more

endurable ;
in general, he has made them wiser and happier

in -every respect, especially by taking from them the fear of

death. But in this he does not respect the limits which,

according to the view of the ancients, the gods, who are

alone immortal, have prescribed to the human race ;
he seeks to

acquire for mortals perfections which the gods had reserved for

themselves alone ; for a mind which is always striving after

advancement, and using all means to obtain it, cannot easily,

from its very constitution, confine itself within the narrow limits

prescribed to it by custom and law. These efforts of Prome-

theus, which we also learn occasionally from the play that has

come down to us, were in all probability depicted with much

greater perfection, and in connexion with his stealing the fire,

in the first portion of the trilogy, which was called Prometheus

the Fire-bringer (Ilpo/wr/flewe irvp^opog).
1

The extant play, the Prometheus Bound (Tlpo[jir)6tvG Stffyuwrrje),

begins at once with the fastening of the gigantic Titan to the

rocks of Scythia, and the fettered prisoner is the centre of all

the action of the piece. The daughters of Oceanus, who con-

stitute the chorus of the tragedy, come to comfort and calm

him
;
he is then visited by the aged Oceanus himself, and after-

wards by Hermes, who endeavour, the one by mild arguments,
the other by insults and threats, to move him to compliance and

1 This Prometheus Pyrphorus must, as Welker has shown, be distinguished from

the Prometheus Pyrkaeus, 'the fire-kindler,' a satyric drama which was appended
to the trilogy of the Persw, and probably had reference to the festal customs of the

Promethea in the Cerameicus, which comprised a torch-race.

VOL. I. F F
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submission. Meanwhile Prometheus continues to defy the supe-

rior power of Zeus, and stoutly declares that, unless his base fetters

are removed, he will not give out an oracle that he has learnec

from his mother Themis, respecting the marriage, by means ol

which Zeus was destined to lose his sovereign power. He

would rather that Zeus should bury his body in the rocks amic

thunder and lightning. With this the drama concludes, in

order to allow him to come forth again and suffer new torments.

This grand and sublime defiance of Prometheus, by which the

free will of man is perfectly maintained under overwhelming
difficulties from without, is generally considered the great

design of the poem ;
and in reading the remaining play of the

trilogy, there is no doubt on which side our sympathies should

be enlisted
;
for Prometheus appears as the just and suffering

martyr ;
Zeus as the mighty tyrant, jealous of his power. Never-

theless, if we view the subject from the higher ground of the

old poetic associations, we cannot rest content with such a solu-

tion as this. Tragedy could not, in conformity with those

associations, consist entirely of the opposition and conflict be-

tween the free will of an individual and omnipotent fate; it|

must appease contending powers and assign to each of them its

proper place. Contentions may rise higher and higher, the

opposition may be stretched to the utmost, yet the divine guidance
which presides over the whole finds means to restore order and

harmony, and allots to each conflicting power its own peculiar

right.

The contest, with all its attendant miseries, appears even

beneficial in its results. This is the course of the tragedies of

^Eschylus, and indeed of Greek tragedy in general, so far as i

remains true to its object. The tragedies of ^Eschylus uni

formly require faith in a divine power, which, with steady ey
and firm hand, guides the course of events to the best issue

though the path through which it leads may be dark and diffi

cult, and fraught with distress and suffering. The poetry

uEschylus is full of profound and enthusiastic glorifications o

Zeus as this power. How then could Zeus be depicted in thi

drama as a tyrant, how could the governor of the world be re

presented as arbitrary and unjust? It is true that the Grecl

divinities are always described as beings who are not wrhat the;
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were, (above, p. 122,) and hence it is difficult to separate from

them the ideas of strife and contention. This also accounts for

the severity with which Zeus, at the time described by ^iEschy-

lus, proceeds against every attempt to limit and circumscribe

his newly established sovereignty. But ^Eschylus, in his own

mind, must have felt how this severity, a necessary accompani-
ment of the transition from the Titanian period to the govern-
ment of the gods of Olympus, was to be reconciled with the

mild wisdom which he makes an attribute of Zeus in the subse-

quent ages of the world. Consequently the deviation from

right, the a/napria in the tragic action, which, according to

Aristotle, should not be considered as depravity, but as the

error of a noble nature,
1 would all lie on the side of Prome-

theus
;
and even the poet has clearly shown this in the piece

itself, when he makes the chorus of Oceanides, who are friendly

to Prometheus, and even to the sacrifice of themselves, per-

petually recur to the same thoughts.
( Those only are wise

who humbly reverence Adrastea/ (the inexorable goddess of

Fate/)

10. In these remarks upon the Prometheus Bound we have

passed over one act of the play, which, however, is of the highest .

importance for an understanding of the whole trilogy, namely,
the appearance of lo, who, having won the love of Zeus, has

brought upon herself the hatred of Hera. Persecuted by hor-

rid phantoms, she comes in her wanderings to Prometheus, and

learns from him the further miseries, all of which she has still

to endure. The misfortunes of lo very much resemble those of

Prometheus, since lo also might be considered as a victim to

the selfish severity of Zeus, and she is so considered by Pro-

metheus. At the same time, however, as Prometheus does not

conceal from lo that the thirteenth in descent from her is to

release him from all his sufferings; the love of Zeus for her ap-

pears in a higher light, and we obtain for the fate of Prome-

theus also that sort of assuaging tranquillity, which it was always
the aim of the ancients to preserve, even in their most impas-

1 That is to say, so far as it is the apapria of the protagonists, as of Prometheus,

Agamemnon, Antigone, CEdipus, and so forth; for the a/j.apriai of the tritayo-

nitts are of a totally different kind.
* V. 936. Ot irpoffKvvovvres TT)V

'

A5pdaTeiav

F F 2
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sioned scenes. But as Hermes announces that Zeus will nevei

succeed in overcoming the rebellious Titans till an immorta:

shall freely lay down his life for him, the issue remains dark

and doubtful.

The Prometheus Unbound (Upo^Oivq Auo/uti/oc), the loss oi

which we lament more almost than that of any other tragedy,

although many considerable fragments of it remain, began at a

totally different period of the world. Prometheus, however,

still remains bound to the rock in Scythia, and, as Hermes had

prophetically threatened, he is daily torn by the eagle of Zeus.

The chorus, instead of the Oceanides, consists of Titans escaped
from durance in Tartarus. jEschylus, therefore, like Pindar,

1

adopts the idea, originating with the Orphic poets, that Zeus,

after he had firmly fixed the government of the world,

proclaimed a general amnesty, and restored peace among the

vanquished powers of heaven. Meanwhile mankind had arrived

at a much higher degree of dignity than even Prometheus had

designed for them, by means of the hero race, and man became,
as it were, ennobled through heroes sprung from the Olympi

gods. Hercules, the son of Zeus by a distant descendant of lo

was the greatest benefactor and friend of man among heroes, as

Prometheus was among Titans. He now appears, and, after

hearing from Prometheus the benefits he has conferred upon

man, and receiving a proof of his good will in the way of pre-

diction and advice with regard to his own future adventures,

releases the sufferer from the torments of the eagle, and from

his chains. He does this of his own free will, but manifestly

by the permission of Zeus. Zeus has already fixed upon the

immortal who is ready to resign his immortality. Cheiron is,

without Hercules' intending it, wounded by one of the poisoned
arrows of the hero, and, in order to escape endless torments, is

willing to descend into the lower world. We must suppose

that, at the end of the piece, the power and majesty of Xcus

and the profound wisdom of his decrees are so gloriously mani-

fested, that the pride of Prometheus is entirely broken.2 Pro-

:

.s

1
Pindar, Pyth. IV. 191. Comp. above, chap. XVI. i.

Even after his liberation from fetters Prometheus had called Hercules 'the

most dear son of a hated father.' Fragm. 187. Diudorf.
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metheus now brings a wreath of Agnus Castus, (Auyoc,) and

probably a ring also, made from the iron of his fetters, myste-
rious symbols of the dependence and subjection of the human
race ; and he now willingly proclaims his mother's ancient pro-

phecy, that a son more powerful than the father who begot him
should be born of the sea-goddess Thetis ; whereupon Zeus

resolves to marry the goddess to the mortal Peleus.

It is scarcely possible to conceive a more perfect katharsis of

a tragedy, according to the requisitions of Aristotle.

The passions of fear, pity, hatred, love, anger, and admira-

tion, as excited and stirred up by the actions and destiny of the

individual characters in this middle piece, produce rather a dis-

tressing than a pleasing effect
;

but under the guidance of

sublime and significant images they take such a course of deve-

lopment, that an elevated yet softened tone is shed over them,
and all is resolved into a feeling of awe and devotion for the

decrees of a higher power.
u. The poetical career of ^Eschylus concludes for us, as

for the ancient Athenians, with the only complete trilogy that

is extant, the possession of which, after the Iliad and Odyssey,

might be considered the richest treasure of Greek poetry, if it

had been better preserved, and had come down to us without

the gaps and interpolations by which it is defaced. ^Eschylus

brought this trilogy upon the stage at a moment of great politi-

cal excitement in his native city, Olymp. 80. 2, B.C. 458 ; at

the time when the democratic party, under the guidance of

Pericles, were endeavouring to overthrow the Areopagus, the

last of those aristocratic institutions which tended to restrain

the innovating spirit of the people in public and private life.

He was impelled to make the legend of Orestes the groundwork
of a trilogic composition, of which, as we have still the whole

before us, we will give only the principal points.

Agamemnon comes on the stage in the tragedy which bears

his name, in one scene only, when he is received by his wife

Clytsemnestra as a conquering hero, and, after some hesitation,

walks over the outspread purple carpets into the interior of his

palace. He is, however, the chief person of the piece, for all

through it the actors and chorus are almost exclusively occupied

with his character and destiny.
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jEschylus represents him as a great and glorious monarch,
but who, by his enterprise against Troy, has sacrificed to his

warlike ambition the lives of many men,
1

and, above all, that of

his own daughter Iphigenia ;

"

and he has thus involved in a

gloomy destiny his house, which is already suffering from

wounds inflicted long before his time. Clytsemnestra, on the

other hand, is a wife, who, while she pursues her impulses aud

pleasures with unscrupulous resolution, has power and cunning

enough to carry her evil designs into full effect. Agamemnon
is completely enveloped in her subtle schemes, even before she

throws the traitorous garment over him like a net
;
and after

the deed is done, she has the skill, in her conversation with the

chorus, to throw over it a cloak of that sophistry of the pas-

sions, which ^Eschylus so well knew how to paint, by enume-

rating all the reasons she might have had for it, had the real

ground not been sufficient.

The great tragic effect which this play cannot fail to produce
on every one who is capable of reading and understanding it, is

the contrast between the external splendour of the house of the

Atridae and its real condition. The first scenes are very im-

posing ;
the light of the beacon, the news of the fall of Troy,

and the entrance of Agamemnon ; but, amidst these signs of

joy, a tone of mournful foreboding resounds from the songs of

the chorus, which grows more and more distinct and impressive
till the inimitable scene between the chorus and Cassandra,

when the whole misfortune of the house bursts forth into view.

From this time forth our feelings are wrought to the highest

pitch the murder of Agamemnon follows immediately upon
this announcement ; while the triumph of Clyta^mnestra and

/Egisthus the remorseless cold-bloodedness with which she

exults in the deed, and the laments and reproaches of the chorus

leave the mind, sympathizing as it does with the fate of the

' For the gods,' says the chorus (v. 461),
' never lose sight of those who have

been the cause of death to many men* (rCiv iro\vKTi>vuv ykp OVK SUTKOTTOI. 6toi).
* The chorus does not hesitate to censure this sacrifice, (especially in v. :i;)

and considers it as actually completed, so does Clytaemnestra, v. 1555 ; thougi

Jlschylus doea not mean by this to set aside the story of Iphigenia' s deliverance.

According to his view of the case the sacrificers themselves must have been

blinded by Artemis.
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house, in an agony of horror and excitement which has not a

minute of repose or consolation, except in a sort of feeling that

Agamemnon has fallen by means of a divine Nemesis.

T2. The Choephoroe contains the mortal revenge of Orestes.

The natural steps of the action, the revenge planned and re-

solved upon by Orestes with the chorus and Electra, the artful

intrigues by which Orestes at length arrives at the execution of

the deed, the execution itself, the contemplation of it after it is

committed, all these points form so many acts of the drama.

The first is the longest and the most finished, as the poet evi-

dently makes it his great object to display distinctly the deep
distress of Orestes at the necessity he feels of revenging his

father's death upon his mother. Thus the whole action takes

place at the tomb of Agamemnon, and the chorus consists of

Trojan women in the service of the family of the Atridse ; they
are sent by Clytamnestra, who has been terrified by horrid

dreams, in order, for the first time, to appease with offerings

the spirit of her murdered husband, and, by the advice of

Electra, bring the offerings, but not for the purpose for which

they were sent. The spirit of Agamemnon is formally con-

jured to appear from lelow the earth, and to take an active part

in the work of his own revenge, and the guidance of the whole

work is repeatedly ascribed to the subterranean gods, especially

to Hermes, the leader cf the dead, who is also the god of all

artful and hidden acts; ind the poet has contrived to shed a

gloomy and shadowy light over this whole proceeding. The act

itself is represented throughout as a sore burthen undertaken by
Orestes upon the requisition of the subterranean gods, and by
the constraining influence of the Delphic oracle ;

no mean mo-

tive, no trifling indifference mingle with his resolves, and yet,

or rather the more on that very account, while Orestes stands

beside the corpses of his mother and her paramour upon the

same spot where Lis father was slain, and justifies his own act by

proclaiming the heinousness of their crime, even at that moment

the furies appea* before him, and, visible to the spectators,

though unseen by the chorus, torture him with their horrid

forms till he rusles away and hastens to beg for atonement and

purification from Apollo, who has urged him to the deed. We
here perceive thai, according to the views-of ^Eschylus and other
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Greeks, the furies do not properly betoken the degree of moral

guilt or the power of an evil conscience, (in which case they
must have appeared in a more terrible shape to Clyteemnestra
than to Orestes) ;

but they exhibit the fearful nature of the

deed itself, of a mother's murder as such
; for this, from what-

ever motive it may be committed, is a violation of the ordi-

nances of nature which cannot fail to torture and perplex the

human mind.

13. This character of the Erinnyes is more definitely de-

veloped in the concluding play of the trilogy, in the chorus of

which yEschylus, combining the artist with the poet, gives an

exhibition of these beings, of whom the Greeks had hitherto but

a glimmering idea. He bestows upon them a form taken

partly from their spiritual qualities and partly from the analogy
of the Gorgons. They avenge the m'atricidal act as a crime in

itself, without inquiring into motives or circumstances, and it is

therefore pursued with all the inflexibility of a law of nature,

and by all the horror and torments as wek of the upper as of

the lower world. Even the expiation granted by Apollo to

Orestes at Delphi has no influence upon them
; for all that

Apollo can accomplish is to throw them /or a short period into

a deep sleep, from which they are awakfined by the appearance
of the ghost of Clytaemnestra, condemned for her crime to

wander about the lower world ; and this apparition must have

produced the greatest effect upon the stage. After the scene

in Delphi, we are transported to the sanctuary of Pallas Athena,
on the Acropolis, whither Orestes has repaired by the advice of

Apollo, and where, in a very regular manner, and with many
allusions to the actual usages of the Athenian law, the court of

the Areopagus is established by Pallas, who recognizes the

claims of both parties, but is unwilling to arrogate to herself the

power of arbitrarily deciding the questions betvceu them. Before

this court of justice the dispute between Orettes and his advo-

cate Apollo on the one side, and the furies on the other, is

formally discussed. In these discussions, it must be owned,
there occur many points which belong to the main question,
and these arc, as it were, summed up ; for iistance, the com-
mand of Apollo; the vengeance for blood whidi is imposed as a

duty upon the son by the ghost of his fatter; the revolting
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manner in which Agamemnon was murdered ; nevertheless, the

intrinsic difference between the act of Orestes and that of

Clyteemnestra is not marked as we should have expected it to

be. It is manifest that /Eschylus distinctly perceived this dif-

ference in feeling, without quite working it out. Apollo con-

cludes his apology with rather a subtle argument, showing why
the father is more worthy of honour than the mother, by which

he makes interest with Pallas, who had no mother, but pro-
ceeded at once out of the head of her father, Zeus. When the

judges, of whom there are twelve,
1 come to the vote, it is found

the votes on each side are equal ; upon this the goddess gives
the casting vote ' the voting pebble of Athena/ the destina-

tion of which she has declared beforehand, and so decides in

favour of Orestes. The poet here means to imply that the

duty of revenge and the guilt of matricide are equally balanced,
and that stern justice has no alternative; but the gods of

Olympus, being of the nature of man, and acquainted and

entrusted with the personal condition of individuals, can find

and supply a refuge for the unfortunate, who are so by no im-

mediate guilt of their own. Hence the repeated references to

the overruling name of Zeus, who always steps in between con-

tending powers as the saviour-god (Ztug o-wr/jp),
2 and invariably

turns the scale in favour of virtue. After his acquittal, Orestes

leaves the stage with blessings and promises of friendly alli-

ance with Athens, but somewhat more hastily than we expected,

after the intense interest which his fate has inspired. But the

cause of this is seen in the heartfelt love of ^Eschylus for the

Athenians. The goddess of wisdom, who has veiled her power
in the mildest and most persuasive form, succeeds in soothing

the rage of the furies, which threatens to bring destruction upon

Athens, by promising to ensure them for ever the honour and

respect of the Athenians ;
and thus the whole concludes with a

song of blessing by the furies (wherein, on the supposition that

their power is duly acknowledged, they assume the character of

beneficent deities), and with the establishment of the worship of

1 The number twelve is inferred from the arrangement of the short speeches

made by the parties while the voting is going on (v. 710 733)-

8 Vv. 759, 797, i45-
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the Eumeuides, w ho are at once conducted by torchlight to their

sanctuary in the Areopagus with all the pomp with which their

sacrifices at Athens were attended. The Athenians are here

plainly admonished to treat with reverence the Areopagus thus

founded by the gods, and the judicial usages of which are so

closely connected with the worship of the Eumeuides ; and not

to take from that body its cognizance of charges of murder, as

was about to be done, in order to transfer their functions to the

great jury courts. The stasima, too, in which the ideas of the

piece appear still more clearly than in the treatment of the

mythus, utter no sentiment more definitely than this ; that it

is above all things necessary to recognize without hesitation a

power which bridles the unruly affections and sinful thoughts of

man. 1

We may remark in few words, that the satyrical drama

which was appended to this trilogy, the Proteus, was in all pro-

bability connected with the same mythical subject, and turned

upon the adventure of Menelaus and Helen with Proteus,

the sea-dsemon and keeper of the sea-monsters, an adventure

which is known to us from Homer. The useless wanderings of

Menelaus, who on his return home left his brother behind, and

thereby arrived too late not only to save, but even to avenge

him,
2

might give room for abundant mirth and entertainment,

without disturbing or effacing the impressions which had been

produced by the tragic fate of the house of the Atridse.

14. These short accounts of those trilogies of yEschylus
which have been preserved, in whole or in part, will suffice,

we conceive, to give as much insight into the mind of that

great poet as can be expected in a work of this kind. It must
be confessed, however, that there is a wide difference between

these cold abstracts of the dramas of /Eschylus and the tone

and character of the works themselves, which, even in the

minutest details of execution, show all the power of a mind full

of poetic inspiration, and impressed with the truth and pro-
foundness of its own conceptions. As all the persons brought
on the stage by JSschylus express their feelings and characters

1
Avfufdpti <ru<t>poi>('u> viri> ffrlvei, v. 520.

1
Compare above, chap. VI. 5. and Agam. 624, 839.
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in strong and forcible terms, so also the forms of speech they
make use of have a proud and lofty tone ; the diction of these

plays is like a temple of Ictinus, constructed solely of huge

rectangular blocks of polished marble. In the individual ex-

pressions, the poetical form predominates over the syntactical ;

this is brought about by the employment of metaphorical

phrases and new compounds :' and here the poet's great know-

ledge and true comprehension of nature and human life give to

his expressions a vividness and warmth which only differs from

the naivete of the epic style by the greater admixture of acute

reflection which it displays, and by which he has contrived to

mark at once a feeling of connexion and a consciousness of

difference.
2 The forms of syntax are rather those which rest

upon a parallel connexion of sentences (consequently, copulative,

adversative, and disjunctive sentences) than those which result

from the subordination of one sentence to another (as in causal

and conditional periods, &c.). The language has little of that

oratorical flow which at a later period sprung up in the courts

and assemblies, and just as little of a subtle development of com-

plicated connexions of thought. It is throughout better calcu-

lated to display powerful impulses of the feelings and desires,

and the instinctive actions of prompt and decided character,

than the reflection of minds impelled by various motives.

Hence in each piece we find some leading thoughts frequently

repeated, particularly in the different forms of speech, dialogue,

anapaests, lyric measures, &c. Yet the poet by no means wants

the power of adapting his language to the different characters,

to say nothing of all those differences which depend upon the

metrical forms ; and, notwithstanding the general elevation of

his style, persons of an inferior grade, such as the watchman in

the Agamemnon, and the nurse of Orestes in the Choephoroe,

are made to descend, as well in the words as in the turn of the

expressions, to the use of language more nearly approaching

1 We may also mention his employment of obsolete expressions, especially those

borrowed from epic poetry rb y\uffff5es TTJS X^ewy. ^Eschylus IB a few degrees

more epic in his language than Sophocles or Euripides.
8 Hence arise the oxymora of which .JSschylus is so fond : for instance, when he

calls dust ' the dumb messenger of the army.'
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that of common life, and manifest even in the collocation of

their words a weaker order of mind.

15. To return once more to the Orestean trilogy of

Orestes : the judges of tragic merit adjudged the prize to it

before all the rival pieces. But this poetic victory seems to

have been no compensation to JEschylus for the failure of the

practical portion of his design, as the Athenians at the same

time deprived the Areopagus of all the honour and power which

the poet had striven to preserve for it. ^Eschylus returned a

second time to Sicily, and died in his favourite city of Gela,

three years after the performance of the Orestea.

The Athenians had a feeling that ^Eschylus would not be

satisfied with the course their public life and their taste for art

and science took in the next generation ; the shadow of the

poet, as he is brought up by Aristophanes from the other world in

the Frogs, manifests an angry discontent with the public, who
were so pleased with Euripides, although the latter was no rival

of ^Eschylus, for he did not appear upon the stage till the year
in which ^Eschylus died. Yet this did not prevent the Athe-

nians from recognizing most fully the beauty and sublimity of

his poetry.
' "With him his muse died not/ said Aristophanes,

alluding to the fact that his tragedies were allowed to be per-

formed after his death, and might even be brought forward as

new pieces. The poet who taught his chorus the plays of

jEschylus, was remunerated by the state, and the crown was

dedicated to the poet who had been long dead.
1 The family of

^Eschylus, which continued for a long time, preserved a school

of poetry in his peculiar style, which we will hereafter notice.

1 This is the result of the passages in the Vita ^Eschyli ; Philostrat. Vita Apollon.
VI. i r. p. 745, Clear.; Schol. Aristoph. Acharn. 10. Ran. 892. The Vita^Esckyli

says that the poet was crowned after his death
;
and this view seems preferable to

Quinctilian's assertion (Intt. X. t), that many other poets obtained the crown by
representing the plays of ^Eschylus. We must distinguish from this case the vic-

tories of Euphorion (above, 2 and note) obtained by producing plays of ^Eschylus
that had not been represented ;

the law of Lycurgus, too, with regard to the repre-
sentation of pieces by the three great tragedians, from copies officially verified, has

nothing to do with the custom alluded to in the text
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CHAPTER XXIV.

SOPHOCLES.

i . Condition in which tragic poetry came into the hands of Sophocles. His first

appearance. 2. Subsequent events of his life
; his devotion to the drama.

3. Epochs in the poetry of Sophocles. 4. Thorough change in the form
of tragedy. 5. Outline of his plays ;

the Antigone. 6. The Electra.

7. The Trachinian Women. 8. King (Edipus. 9. The Ajax. 10.

The Philoctetes. n, 12. The (Edipus at Colomis, in connexion with the

character and conduct of Sophocles in his latter years. 13. The style of

Sophocles.

I. HPHE tragic trilogies of ^Eschylus had given a dramatic
JL representation of the great cycle of Hellenic legends.

In exhibiting the history of whole families, tribes, and states, the

poet had contrived to show the influence of supreme wisdom

and power shining amidst the greatest difficulty and darkness.

Every Greek who witnessed such an exhibition of the dispen-

sations of Providence in the history of his race, must have been

filled with mingled emotions of wonder and joyful exultation.

A tragedy of this kind was at once political, patriotic, and

religious.

How was it possible that, after these mighty creations of so

great a genius as ^Eschylus, a still fairer renown should be in

reserve for Sophocles ? In what direction could such great

advances be made from the point to which .^Eschylus had

brought the tragic art ?

We will not indulge ourselves in an a priori determination

of the way in which this advance might have been made, but

will rather consider, with history for our guide, how it really

took place. It will be seen that the change was retrograde as

well as progressive ;
that if something was gained on the one

side, it was because something was also given up on the other;

and that it was due above all to that moderation and sobriety

of character, which was the noblest and most amiable property

of the Greek mind.
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Before we can solve the great question proposed above, we

must give au account of so much of the poet's life as may be

necessary for an understanding of his poetical career.

SOPHOCLES, the son of Sophilus, was born at the Attic demus

or village of Colonus, in Olymp. 71. 2, B.C. 495.* He was,

therefore, fifteen years old when the battle of Salamis was

fought. He could not, of course, share in the dangers of the

fight, but he was the exarchus, or leader of the chorus which

sang the paean of victory, and in that capacity appeared naked,

according to the rule in gymnastic solemnities, anointed with

oil, and holding a lyre in his left hand. The managers of the

feast had selected him for this purpose on account of his youth-
ful beauty

5 and the musical education which he had received.

Eleven or twelve years after this, in Olymp. 77. 4,
3
B.C. 468,

Sophocles came forward for the first time as a competitor in a

dramatic contest, and, indeed, as a rival of the old hero JEschylus.

This happened at the great Dionysia, when the first Archon

presided ; it was his duty to nominate the judges of the con-

test. Cimon, who had just conquered the pirates of Scyros,

and brought back to Athens the bones of Theseus, happened to

come into the theatre along with his colleagues in order to pay
the suitable offerings to Bacchus, and Aphepsion the Archon

thought it due to the importance of the contest to submit the

decision of the poetical victory to these glorious victors in real

battle. Cimon, a man of the old school, and of noble modera-

tion of character, who undoubtedly appreciated ^Eschylus, gave
the prize to his young rival, from which we may infer how

completely his genius outshone all competition, even at his first

coming out. The play with which he gained this victory is

said to have been the Tripiolemus,* a patriotic piece, in which

1 This is the statement in the Vita Sophodis. The Parian marble makes him
two years older, but this is opposed to the fact mentioned in the note to 2.

1 Athena?ua I. p. 20. f., in speaking of this occasion, says that Sophocles was
xaXds H)K &pa.v, which applies best to the age assigned to him above.

* All new dramas at Athens were performed at the Lenaea and the great Dio-

nysia, the former of which took place in the month Gauielion, the latter in Elaphe-
bolion, and therefore in the second half of the Attic or Olympian year, after the
winter solstice

; consequently, in the history of the drama we must always reckon
the year of the Olympiad equal to the year B.C. in which its second half falls.

4 This appears from a combination of the narrative in the text with a chrono-

logical statement in Pliny, N. H. XVIII. n.
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this Eleusinian hero was celebrated as promoting the cultivation

of corn, and humanizing the manners even of the wildest bar-

barians.

2. The first piece of Sophocles which has been preserved
is twenty-eight years subsequent to this event

; it is remarkable

as also marking a glorious period in the poet's life. Sophocles

brought out the Antigone in Olymp. 84. 4, B.C. 440. The

goodness of the play, but above all the shrewd reflections and
admirable sentiments on public matters which are frequently

expressed in it, induced the Athenians to elect him to the office

of general for the ensuing year. It must be remembered that

the ten Strategi were not merely the commanders of the troops,
but also very much employed in the administration of affairs

at home, and in carrying on negotiations with foreign states.

Sophocles was one of the generals, who, in conjunction with

Pericles, carried on the war with the aristocrats of Samos, who,
after being expelled from Samos by the Athenians, had returned

from Ansea on the continent with Persian aid, and stirred up
the island to revolt against Athens. 1 This war was carried on

in Olymp. 85. i, B.C. 440, 439.

According to several old anecdotes, Sophocles preserved

even in the bustle of war his cheerfulness of temper, and that

poetical disposition which delights in a clear and tranquil con-

templation of human affairs. It was also on this occasion that

Sophocles became acquainted with Herodotus, who about this

time was living at Samos (chap. XIX. $ i), and composed a

poem for him, no doubt a lyrical one.
2

It is interesting to

think of the social intercourse of two such men with one another.

They both scrutinized the knowledge of human affairs with calm

and comprehensive vision; but the Samian, with a more boyish

1 On this account the Vita, Sophodis calls the war, in the management of which

Sophocles took a part, rbv irpos 'Avaiav ir6\efj.ov. The list of generals in this war

is preserved to a certain extent complete in a fragment of Androtion, quoted by the

Scholiast on Aristides, p. 225 C (p. 182, Ed. Frommel).
2 See Plutarch, An seni, &c. 3., where this story is brought in by the head and

shoulders. It ia from this poem, of course, that the author of the Vita Sophodis

derives his assertion with regard to the age of Sophocles at the time of the Samian

war ; otherwise, how did he come to make an assertion so unusual with gramma-

rians ] We must, therefore, emend the readings in the Vita Sophodis according

to the passage in Plutarch, where the text is more to be depended on. This will

make Sophocles 55 years old at this period.
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disposition, sought out the traditions of many nations and many
lands, while the Athenian had applied his riper and more

searching intellect to that which was immediately before him,
; the secret workings of power and passion in the breast of

every man.

It is doubtful whether Sophocles took any further part in

public affairs at a later period. On the whole, he was, as his

contemporary Ion of Chios tells us,
1
neither very well acquainted

with politics nor particularly qualified for public business. In

all this, he did not get beyond the ordinary standard of indi-

viduals of the better sort. It is clear that, in this case, as in

that of ^Eschylus, poetry was the business of his life. The

study and exercise of the art of poetry occupied the whole of

his time, as appears at once from the number of his dramas.

There existed under his name 130 plays, of which according to

the grammarian Aristophanes, seventeen were wrongly ascribed

to him. The remaining 113 seem to comprise tragedies and

satyrical dramas. In several of the tetralogies, however, the

satyrical drama must have been lost or perhaps never existed

(as we find to be the case with other poets also), because other-

wise the number could not have been so uneven ;
at the utmost

there could only have been twenty-three extant satyrical dramas

to ninety tragedies. All these pieces were brought out between

Olymp. 77. 4, B.C. 468, when Sophocles first came forward, and

Olymp. 93. 2, B.C. 406, when he died ; consequently, in a period
of sixty-two years, the last of which, comprehending his extreme

old age, cannot have added much to the number. The years
of the Peloponnesian war must have been the most prolific ; for

if we may depend upon the tradition
2
that the Antigone was

the thirty-second play in a chronological arrangement of the

dramas of Sophocles, there still remain eighty-one dramas for

the second half of his poetical career ; or, if we leave out the

satyrical dramas, we have about fifty-eight pieces remaining.
We arrive at the same result from a date relating to Euripides,

1 Athenaeus XIII. p. 603.
1 See the hypothesis to the Antigone, by Aristophanes of Byzantium. If the

number thirty-two included the satyrical dramas also, some of the trilogies must
have been without ^his appendage ; otherwise the thirty-second piece would have
been a satyrical drama.
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of whose pieces, said to be ninety-two in number, the Alccstis

\va-s the sixteenth.
1

Now, according to the same authority, the

Alcestis was exhibited in Olymp. 85. 2, B.C. 438, the seventeenth

year of the poetical life of Euripides, which lasted for forty-

nine, from Olymp. 81. i, B.C. 455, to Olymp. 93. 2, B.C. 406. It

may be seen from this, that at first both poets brought out a

tetralogy every three or four years, but afterwards every two years
at least. A consequence of this more rapid production appears
in that slight regard for, or rather the absolute neglect of, the

stricter models, which has been remarked in the lyrical parts of

tragedy after the 9oth or 89th Olympiad.

3. As far as one can judge from internal and external

evidence, the remaining tragedies are all subsequent to the

Antigone : the following is perhaps their chronological order ;

Antigone, Electra, Trachinian Women, King (Edipus, Ajax,

Philoctetes, (Edipus at Colonus. The only definite information

we possess is that the Philoctetes was acted in Olymp. 92. 3,

B.C. 409, and the (Edipus at Colonus not till Olymp. 94. 3, B.C.

401, when it was brought out by the younger Sophocles, the

author being dead. Taken together, they exhibit the art of

Sophocles in its full maturity, in that mild grandeur which

Sophocles was the first to appropriate to himself, when,

after having (to use a remarkable expression of his own which

has been preserved) put away the pomp of ^Eschylus along with

his boyish things, and laid aside a harshness of manner which

had sprung up from his own too great art and refinement, he

had at length attained to that style which he himself considered

to be the best and the most suited to the representation of the

characters of men? In the Antigone, the Trachinian Women,

1 See the didascalia to the A Icestis e. cod. Vaticano, published by Dindorf in the

Oxford edition, 1836. The number i' is, in accordance with this view, changed

to t<r , which suits the reckoning better than tf '. We have a third date of this kind

in the Birds of Aristophanes, which is the thirty- fifth of that poet's comedies.

a The important passage, quoted by Plutarch, De Profectu, Virtut. Sent. p. 79, B.,

should undoubtedly be written as follows: 6 Z,o<t>o>c\ijs l\fye, rbv Alffx^ov 5ia~

reirotxws 6yKOv, elra rb viKpbv Kal Kardrexvov TT)S a b T o v KaraffKevijs, e I $ rplrov

1j5rj TO TTJs X^ews /lera/SdXXeti' elSos, 6irep ecrrlv rjOiKUTarov Kal ^\TI<TTOI>.

[The KaraffKev^i here opposed to the X^is means the language or words as

opposed to the style or their arrangement. See Plutarch Comp. ArUtoph. et

Menandr. p. 853 C., iv rij KaraffKevrj rCiv 6vofj.dTwv. ED.

VOL. I. G &
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and the Electra, we have still, perhaps, a little of that artificial

style and studied obscurity which Sophocles objected to in him-

self; the Ajax and Philoctetes, as well as the two (Edipuses,

show, in a manner which cannot be mistaken, an easier flow of

language than his earlier plays, and do not require so great an

effort on the part of the reader. Nevertheless, the tragic art

of Sophocles is fully shown in all of them, and is like nothing

but itself ; Sophocles must have hit upon the changes which he

introduced into the tragedy of ^Eschylus, long before he wrote

any one of those plays, and must have already made, in accord-

ance with his principles, a complete change in the whole con-

stitution of tragedy.

4. We have mentioned these alterations, as far as concerns

the details, in the two preceding chapters : we must here con-

sider their connexion with the change of the whole essence and

organization of tragedy effected by Sophocles. The foundation

and corner-stone of this new edifice, which was erected on the

same area as the old building, but according to a different plan,

was always this, that, though Sophocles still followed the old

usages and laws, and always, or as a general rule, exhibited at

one time three tragedies and a satyrical drama, he nevertheless

loosened the connexion of these pieces with one another, and

presented to the public not one great dramatic poem, but four

separate poetical works, which might just as well have been

brought forward at different festivals.
1 The tragic poet, too, no

longer proposed to himself to exhibit a series of mythical ac-

tions, the development of the complicated destinies of families

and tribes, which was inconsistent with the compass and unity
of plan required by separate tragedies ;

he was obliged to limit

himself to one leading fact, and, to take the example of the

Orestea, could only oppose to such a trilogy fragments of itself,

like the Electra of Sophocles or Euripides, in which everything
is referred to the murder of Clytaemnestra. The tragedies sub-

sequent to Olymp. 80 had indeed become considerably longer,
1

1 AB e. g. Euripides brought out in B.C. 431, the Medea, Philoctetes, Dictys, and
the satyrical drama the Reapers (QitpiffraC) : in B.C. 414, Xenocles exhibited the

CEdiput, Lycaon, Baccha, and the gatyrical drama the A thamat.

B. g. the Pertiant, 1076 ; Suppliant*, 1074 ;
Seven againtt Thebes, 1078

Prometheut, 1093. On the other hand, the Agamemnon, 16735 the Antigon
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which is said to have originated with Aristarchus, a tragedian
who made his appearance in Olymp. 81. 2, B.C. 454.' The

Agamemnon of ^Eschylus, however, the first piece of his last

trilogy, is considerably longer than the others, and nearly of

the same length as a play of Sophocles. Still, this extension has

not been effected by an increase in the action, which even in

Sophocles turns upon a single point, and very seldom, as in the

Antigone, is divided into several important moments, but is en-

tirely subservient to the development of the events out of the

character and passions of actors, and belongs to the delineation

of their state of mind. The lyrical element, on the contrary,

so far from gaining anything by this extension, was considerably

diminished, especially in the part which fell to the chorus, since

it is clear that Sophocles did not feel himself so much called

upon, as JSschylus did, to represent the impression of the events

and circumstances upon those who took no part in them, and

to lend his voice to express the feelings of right-minded specta-

tors, which was the chief business of the tragic chorus, but he

directed his efforts to express what was going on in the bosoms

of the persons whose actions were represented on the stage.

It is sufficiently obvious that the introduction of the third

actor (chap. XXII. 7,) was necessary for this change. The

dialogue naturally gains much in variety by the addition of a

third interlocutor ; for this enables the characters to show them-

selves on different sides. If it is the property of the tritagonist,

to produce opposition on the part of the first person by gain-

saying him, the deuteragonist,
on the other hand, may, in

friendly conversation, draw from his bosom its gentler feelings

and more secret thoughts. It was not till the separation of

the deuteragonist from the tritagonist that we could have per-

sons like Chrysothemis by the side of Electra, and Ismene by the

side of Antigone, who elevate the vigour of the chief character

by the opposition and contrast of a gentler womanhood.2

These outward changes in the stage business of tragedy en-

1353 ; King (Edipus, 1530; (Edipusat Colonus, 1780, according to the numbers in

Dindorf '

s edition.

1 Suidas v.
'

Aplffrapxas . ... 8s wpuros cis rb vvv avruv nrjicos rb 5/odjtara

KartffTriffev. Eusebius gives us the year of his first appearance.
3
Comp. Schol. on the Electra, 328.

G G 2
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able us at ouce to see the point to which Sophocles desired to

bring tragic poetry ; he wished to make it a true mirror of the

impulses, passions, strivings, and struggles of the soul of man.

^ liile he laid aside those great objects of national interest,

which made the Greek look upon the time gone by as a high

and a holy thing, and to keep up the remembrance of which

the art of ^Eschylus had been for the most part dedicated, the

mythical subjects gained in his hands a general, and therefore

a lasting significance. The rules of Greek art obliged him to

depict strong and great characters, and the shocks to which

they are exposed are exceedingly violent
; they are drawn, how-

ever, with such intrinsic truth that every man may recognize in

them in some points a likeness of himself
;
the corrections and

limitations of the exercise of man's will, and the requirements

and laws of morality are expressed in the most forcible manner.

There has hardly been any poet whose works can be compared
with those of Sophocles for the universality and durability of

their moral significance.

5. We cannot here attempt to submit the plan of the dif-

ferent tragedies of Sophocles to a circumstantial analysis (to

which the remarks in chap. XXII. furnish a sort of introduc-

tion) ;
it will, however, be in accordance with the object of this

work to take a nearer view of the particular situations which

form the turning-points of the different plays, and of the ethical

ideas which are asserted in them.

The Antigone turns entirely on the contest between the in-

terests and requirements of the state and the rights and duties

of the family. Thebes has successfully repulsed the attack of

the Argive army ;
but Polyneices, one of her citizens, and a

member of the Theban royal family, lies dead before the walls

among the enemies who had threatened Thebes with fire and

sword. Creon, the king of Thebes, only follows a custom of

the Greeks, the object of which was to preserve a state from the

attacks of its own citizens, when he leaves the enemy of his

native land uuburied as a prey to dogs and vultures
; yet the

manner in which he keeps up this political principle, the exces-

sive severity of the punishment denounced against those who
wished to bury the corpse, the terrible threats addressed to those

who watched it, and, still more the boastful and violent strain
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in which he sets forth and extols his own principles all this

gives us a proof of that infatuation of a narrow mind, unen-

lightened by gentleness of a higher nature, which appeared to

the Greeks to contain in itself a foreboding of approaching mis-

fortune. But what was to be done by the relations of the dead

man, the females of his family, on whom the care of the corpse
was imposed as a religious duty by the universal law of the

Greeks ? That they should feel their duty to the family in all

its force, and not comprehend what they owed to the state, is

in accordance with the natural character of women; but while

the one sister, Ismene, only sees the impossibility of performing
the former duty, the great soul of Antigone fires with the oc-

casion, and forms resolves of the greatest boldness. Defiance

begets defiance : Creon's harsh decree calls forth in her breast

the most obstinate, inflexible self-will, which disregards all con-

sequences, and despises all gentler means. In this consists her

guilt, which Sophocles does not conceal ; on the contrary, he

brings it prominently before us, and especially in the choruses j

1

but the very reason why Antigone is so highly tragical a cha-

racter is this, that, notwithstanding the crime she has committed,

she appears to us so great and so amiable. The sentinel's de-

scription of her, how she came to the corpse in the burning
heat of the sun, while a scorching whirlwind (ru^wc) was throw-

ing all nature into confusion, and how she raised a shrill cry of

woe when she saw that the earth she had scattered over it had

been taken away, is a picture of a being, who, possessed by an

ethical idea as by au irresistible law of nature, blindly follows

her own noble impulses.
It must, however, be insisted on that it is not the tragical

end of this great and noble creature, but the disclosure of Creon's

infatuation, which forms the general object of the tragedy ;
and

that, although Sophocles considers Antigone's act as going

beyond what women should dare, he lays much more stress on the

truth
; that there is something holy without and above the state, to

which the state should pay respect and reverence: a doctrine which

Antigone declares with such irresistible truth and sublimity.

1 See particularly v. 853 Dindorf : wpo^aff' tv taw-rov Opdffovs.

3 V. 450. ov yap ri fj.oi Zei>s ty



454 SOPHOCLES.

Every movement in the course of this piece which could shake

Creon iii the midst of his madness, and open his eyes to his

own situation, turns upon this and is especially directed to him :

the noble security with which Antigone relies on the holiness

of her deed
;
the sisterly affection of Ismene, who would will-

ingly share the consequences of the act; the loving zeal of

Haemon, who is at first prudent and then desperate ; the warn-

ings of Teiresias ;
all are in vain, till the latter breaks out into

those prophetic threatenings of misfortune which at last, when
it is too late, penetrate Creon's hardened heart. Hsemou slays

himself on the body of Antigone, the death of the mother fol-

lows that of her son, and Creon is compelled to acknowledge
that there are blessings in one's family for which no political

wisdom is an adequate substitute.

6. The characteristics of the art of Sophocles are most pro-

minently shown in the Electro,, because we have here an oppor-

tunity of making a direct comparison with the Orestea of

JEschylus, and in particular with the Choephoros. Sophocles
takes an entirely different view of this mythological subject, as

well by representing the punishment of Clytsemnestra without

the connexion of a trilogy, as by making Electra the chief

character and protagonist. This was impracticable in the case

of JSschylus, for he was obliged to make Orestes, who was the

chief person in the legend, also the chief character in the drama.

But for Sophocles
5

finer delineation of character, and for his

psychological views, Electra was a much more suitable heroine.

For while Orestes, a matricide from duty and conscience, an

avenger of blood from his birth, and especially intrusted with

this commission by the Delphic oracle, appears to be urged to it

by a superior power ; Electra, on the contrary, is sustained in her

burning hatred against her mother and her mother's paramour,
by her own feelings, which are totally different from those of her

sister Chrysothernis, by her entire devotion to the sublime

image of her murdered father, which is ever present to her mind,

by disgust for her mother's pride and lust, in short by the most
secret impulses of a young maiden's heart : that ^Egisthus wears
the robes of Agamemnon, that Clytsemuestra held a feast on the

dny of her husband's murder, these are continually recurring

provocations. Such is the character which Sophocles has made
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the central figure in his tragedy, a character in which the

warmest feelings are blended with the peculiar shrewdness that

distinguished the female character at the time represented, and
he has contrived to give such a direction to the plot, that the

interest is entirely centred in the actions and feelings of this

person. According to ^Eschylus, Orestes had been driven from

the house by Clytseranestra, and sent to Strophius of Phocis
;

he appears in th'e paternal mansion as an expelled and illegally

disinherited son. According to Sophocles, Orestes, then a

child, was to have been put to death when Agamemnon was

murdered, and it was only Electra who rescued him and put him
under the care of his father's friend, Strophius,

1

by which she

gains the credit of having preserved an avenger of her father,

and a deliverer of the whole family.
2 On the other hand,

Sophocles is obliged to omit the secret plot between Orestes and

Electra, and their conspiracy to effect the murder, which is the

leading incident in the play of ^Ischylus, because Sophocles did

not set so much importance on making Electra a participator
in the deed, as in exhibiting the mind of the high-souled maiden

driven about by a storm of contending emotions. This he

effects by some slight modifications of the story, in which he

makes all possible use of his predecessor's ideas, but follows

them out and works them up with such gentle and delicate

touches that they fit exactly with his new plan. ^Eschylus had

already hit upon the contrivance by which Orestes gets into the

house of the Atridae ; he appeared as an ally and vassal of the

house with the pretended funeral urn of Orestes ;

3 but Electra

had herself planned this device with him, and speaks in concert

with him; consequently, the completion of the scheme commences

immediately after the first leading division of the play. In

Sophocles, where there is no such concert between him and his

1 It is for this reason that Sophocles considers Strophius of Crisa as the friend

of Agamemnon and his children, and therefore he names Phanoteus, the hero of a

state hostile to the Crisseans, as the person who sends Clytsemnestra the message

about her son, although Strophius had collected and sent the ashes of Orestes.

*
Euripides, in his Electra, gives this incident up again, and supposes that

Electra and Orestes were separated from one another as children.

8 Up to v. 548 of the Choephorce, Orestes wears the common dress of a tra-

veller; it is not before Y. 652 that he appears in a different costume as Soptj-crot

of the house.
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sister, Electra is herself deceived by the trick, and is cast dowu

and grieved in the same degree as Clytseinnestra, after a tran-

sient outbreak of maternal affection, is gladdened and tran-

quillized by it.
1 The funeral offerings of Orestes at his father's

grave, which in JEschylus lead to the recognition, in Sophocles

only excite a hope in Chrysothemis, which is at once cast down

by Electra, who refuses to take comfort from it. Her desire

for revenge becomes only the more urgent when she believes

herself deprived of all help from man
;
her grief reaches its

highest point when she holds in her arms the sepulchral urn, which

she supposes to contain her only hope. As it is Orestes himself

who gives it to her, the recognition scene follows immediately,
and this constitutes the revolution, or peripeteia, as the ancients

called it. The death of Clytaemnestra and ./Egisthus is treated

by Sophocles more as a necessary consequence of the rest, and

less as the chief incident ;
and while it is the aim of ^Eschylus

to place this action itself in its proper light, Sophocles at once

relaxes his efforts as soon as Electra is relieved from her sorrow

and disquietude.

7. The Trachinian Women of Sophocles has also entirely

the plan and object of a delineation of character, and the im-

perfections with which this play is not altogether unreasonably

charged, arise from the conflict between the legend on which

the play is founded, and the intentions of Sophocles. The

tragical end of Hercules forms the subject of the play ; Sopho-

cles, however, has again made the heroine Deiaueira, and not

Hercules, the chief person in the play. Sorrow arising from

love, this is the moving theme of the drama, and, treated as the

poet wished it to be, it is one possessing the greatest beauties.

All Deianeira's thoughts and endeavours are directed towards

regaining the love of her husband, on whom her whole depen-
dence is placed, and towards assuring herself of his constant

attachment to herself. By pursuing this impulse without suf-

ficient foresight, she brings upon him, as it appears to her, the

most frightful misery and ruin. By this her fate is decided ;

1 It WM a kindly trait in Sophocles, which would never have occurred to JEs-

chylus, that Clytaemnestra' s first feeling, when she hears the news, is a natural

emotion of love for the child which she had borne with pain and travail, v. 770.
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but in the ancient tragedy, even when a person perishes, it is

possible, by a justification of his name and memory, to attain

to that tranquillizing effect which was required by the feelings
of Sophocles as well as by those of ^Eschylus. It is this, not

to speak of the conclusion of the legend itself, which is the

object of the best part of the Trachinian Women, in which

Hercules appears as the chief character, and, after uttering the

most violent imprecations against his wife, at last acknowledges
that Deianeira, influenced by love alone, had only contributed

to bring about the end which fate had destined for him. 1
It is

true that Hercules does not, as we might expect, give way to

compassionate lamentations for Deianeira, and earnest wishes

that she were present to receive his parting forgiveness. The

feelings of a Greek would be satisfied by the hero's quitting the

world without uttering any reproaches against his unhappy wife,

for this removes any real grounds for reprehension.
8. We shall form the clearest idea of the meaning of King

(Edipus, if we consider what it does not mean. It does not

contain a history of the crime of (Edipus and its detection
;

but this crime, which fate had brought upon him, without his

knowledge or his will, forms a dark and gloomy background
ou which the action of the drama itself is painted with bold

and strong colours. The action of the drama has reference

throughout to the discovery of these horrors, and the moral ideas

which are developed in it must be brought out in this discovery,

if they are particularly contained in it. Let us consider, then,

what changes take place in CEdipus in the course of the tragedy.

At the beginning, not only is he praised by the Thebans in the

most emphatic terms as the best and wisest of men, but he also

shows that he is himself fully conscious of his own worth, and

well satisfied with the measures he has set on foot, in the first

instance to investigate the cause of the destructive malady, and

then to discover the murderer of Lams ; and in this he is not

disturbed by any misgiving, not even by the faintest shadow of

a suspicion, that he himself may be this murderer. In this

self-reliance, and the confidence which springs from it, we have

an explanation of the violence and unjustifiable warmth with

1
Hyllus says of her, v. 1136 : S.irav ri> XPW ^f-aPTet x/"? <7T"
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which (Edipus repels the declaration of Teiresias, that he him-

self bv his presence has brought pollution on the land, which

he ought to remove by withdrawing as soon as possible. Here

an occasion was presented on which (Edipus should have felt

how vain and perishable human greatness is, how weak the

virtue of man ; on which he ought to have examined his heart,

and to have questioned himself whether there was no dark spot

in his life to which this fearful crime might correspond. Such,

however, is his self-confidence, that where the truth comes so

near to him, he sees only falsehood and treason, and maintains

his fancied security, until, in a conversation with Jocasta, when
she mentions that La'ius was murdered at a place where three

roads meet, he is for the first time disturbed by a sudden sus-

picion,
1 and an entire revolution takes place in his mind. It

is particularly worthy of remark that the steps which Jocasta

takes to tranquillize her husband, and to banish all the terror

occasioned by the prophecies of Teiresias, are just those which

lead to a discovery of all the horrors; she endeavours to prove
the nothingness of the prophetic art by means of that which

shortly afterwards confirms its authority. We may recognize
in this, as in many other features of this tragedy, distinct traces

of that sublime irony, which expresses the poet's sorrow for the

limitation of human existence by striking contrasts between

the conceptions of the individual and the real state of the case.

It is expressed in many passages of the tragedies of Sophocles,

but is particularly developed in King (Edipus, for the theme of

the whole is the infatuation of man in regard to his own des-

tiny, and in this play the idea is echoed even by the words and

turns of expression.
2 The same sort of peripeteia is further

repeated when (Edipus has allowed himself to be calmed by his

queen, and believes that the news he has received of the death

of his parents in Corinth has freed him from all fear of having
committed the horrible crimes denounced by the oracle : it is,

however, by the narrative of this same messenger, with regard
to his discovery on Cithaeron, that he is suddenly torn from

1 V. 7 '6: OK* ft dKoi/<rair' d/xrfwj ?xel

' See Mr. Thirlwall's excellent essay 'on the Irony of Sophocles," in the Philo-

loffical M*K*m, vol. II. No. VI. p. 483.
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this state of security, and from that moment, though Jocasta

sees at one glance the whole connexion of their horrible fate,

he canuot rest or be quiet until he has become fully convinced

of his parricidal act, and of his incestuous connexion with his

mother. He accordingly inflicts punishment on himself, which

is the more terrible, the more confident he was before that he

was good and blameless in the eyes of God and man. ' O ye

generations of mortals, how unworthy of the name of life I

must reckon your existence :' so begins the last stasimon of

the chorus, which in this tragedy, as in all those of Sophocles,

performs the duty which Aristotle prescribes as its proper voca-

tion ;
it gives indication of a humane sympathy, which, although

not based upon such deep views as to solve all the knotty points
in the action, is guided by such a train of thought as to bring
back the violent emotions and the shocks of passion to a certain

measure of tranquil contemplation. The chorus of Sophocles,

therefore, when in its songs it meddles with the action of the

piece, often appears weak, vacillating, and even blinded to the

truth : when, on the contrary, it collects its different feelings

into a general contemplation of the laws of our being, it peals

forth the sublimest hymns, such as that beautiful stasimou,

which, after Jocasta's impious speeches, recommends a fear of

the gods, and a regard for those ordinances which had their

birth in heaven, which the moral nature of man has not brought

forth, and which will never be plunged by oblivion into the

sleep of death. 1

9. In the Ajax of Sophocles the extraordinary power of

the poet is shown in the production of a character, which,

though entirely peculiar, and like nothing but itself, is never-

theless a general picture of humanity, applicable to every indi-

vidual case. Sophocles' Ajax, like Homer's, is from first to

last a brave and noble character, always ready to exert his un-

wearying heroism for the benefit of his people. He is a man

who relies on himself, and can depend upon his own firmness

in every case that occurs. But in the full consciousness of his

indomitable courage, he has forgotten that there is a higher

power on which man is dependent, even for that which he con-

1
King (Edip. v. 863 : et poi $v
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siders most steadfast and most his own, the practical part of his

character. This is the more deeply-rooted guilt of Ajax, which

is shown at the very beginning of the play ; but it does not

appear in its full compass till afterwards, in the prophecies com-

municated to Teucer by Calchas, where Ajax's arrogant words
' With the assistance of the gods even the feeble might

conquer; that he was confident he could perform his part even

without their help / are cited as proof of his mode of thinking.
1

Now, by the vote of the Greeks which has awarded the arms

of Achilles to Ulysses and not to him, Ajax has suffered that

sort of humiliation, which, to a character like his, is always
most intolerable, and the gods have chosen this moment for the

punishment of his presumption. In the night after the decision,

when Ajax has set out in the most ungovernable passion to

wreak his vengeance on the Atridae and Ulysses, Athena dis-

tracts his mind so that he mistakes oxen and sheep for his

enemies, and gives vent to his wrath against them. In this

unworthy condition and performing these unworthy actions,

Sophocles shows him at the very beginning of his drama as

'Ajax the whip-bearer' (Amc paaTiyofyopoc). When he re-

turns to his senses, his whole soul is possessed with the deepest
sense of shame, and the more so as all his pride is shaken to

its foundation. The beautiful Eccyclema scene 2
is introduced

for the purpose of representing Ajax, ashamed and humbled,
with all the circumstances of his case. However deeply he

feels his disgrace, and however clearly he recognizes the gods
as the authors of it, he is as far as possible from being a down-

cast penitent. His whole character is far too consistent to

allow him to live on in humble resignation. He has convinced

himself that he can no longer live with honour. It is true that

the poet, in the oracle ascribed to Calchas,
' that Athena is per-

secuting Ajax only for this day, and that he will be delivered if

he survives it/ suggests the possibility of Ajax having more
modest views, of his recognizing the limits of his power. But

J See the speech of Calchaa, v. 758 :

TA ybp TfpuTffia

flwTfat /Japeiais irpii fftuv

Vv. 346595. comp. chap. XXXII. 10.
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this, though possible, is never actually the case. Ajax remains

as he is. His death, in order to effect which he employs a sort

of stratagem, is the only atonement which he offers to the gods.
1

Sophocles, however, would look upon this as only one side of

the complete development of the action. Severely as the poet

punishes what was worthy of punishment in Ajax, he acknow-

ledges with equal justice the greatness of such a character as

his. The opinions of antiquity, which regarded a man's burial

as an essential part of the destiny of his life, allowed a con-

tinuation of the action after the death of the hero. Teucer,
the brother of Ajax, contends, as the champion of his honour,
with the Atridse, who seek to deprive him of the rites of burial ;

and Ulysses, the very person whom Ajax had hated most

bitterly, comes forward on the side of Teucer, openly and dis-

tinctly acknowledging the excellences of the deceased warrior.
2

And thus Ajax, the noble hero, whom the Athenians too

honoured as a hero of their race,
3

appears as a striking example
of the divine Nemesis, and the more so as his heroism was

altogether spotless in every other respect.

10. In the Philoctetes, which was not represented till

Olymp. 92. 3, B.C. 439, when the poet was eighty-five years old,

Sophocles had to emulate not only ^schylus, but also Euripides,

who had before this time endeavoured to impart novelty to the

legend by making great alterations in it, and adding some very

strange contrivances of his own. 4

Sophocles needed no such

1
Compare the ambiguous words in the deceitful speech, v. 654 : d\\' el/M irpfa

re Xoi/rpd, &c.
8 It is not till this incident that we have the Peripeteia, which was always a

violent change in the direction of the piece (f) e/s TO tvavrlov rwv irpa.TTOiJ.ivuv

/uera/3oAi5, Aristot. Poet. 1 1) ;
the death of Ajax, on the other hand, lay quite in

tke direction which the drama had taken from the very beginning.
3 It is worthy of remark that Sophocles speaks only of the sword of Eurysaces,

and not of Philaeus, from whom the family of Miltiades and Cimon derived their

descent. He manifestly avoids the appearance of paying intentional homage to

distinguished families.

4
Euripides had feigned that the Trojans also sent an embassy to Philoctetes and

offered him the sovereignty in return for his aid, in order (as Dio Chrysostom

remarks, Orat. 52. p. 549) to give himself an opportunity of introducing the long

speeches, pro and con, of which he is so fond. Ulysses, disguised as a Greek whom

his countrymen before Troy had ill-used, endeavours to induce him to assist his

countrymen, rather than the enemy. The proper solution of the difficulties in

this piece is still very doubtful.
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means to give a peculiar interest to the subject as treated by
himself. He lays the chief stress on a skilful outline and con-

sistent filling up of the characters ; it is the object of his drama

to depict the results of these characters in the natural, and, to

a certain extent, necessary development of their peculiarities.

In this piece, however, this psychological development, starting

from an hypothesis selected in the first instance and proceeding

in accordance with it, leads to results entirely different from

those contained in the original legend. In order to avoid this

contest between his art and the old mythological story, Sopho-
cles has been obliged for once to avail himself of a resource

which he elsewhere despises, though it is frequently employed

by Euripides, namely, the Deus ex machind, as it is called, i. e.f

the intervention of some deity, whose sudden appearance puts
an end to the play of passions and projects among the persons
whose actions are represented, and, as it were, cuts the Gordian

knot with the sword.

Sophocles having assumed that Ulysses has associated with

himself the young hero Neoptolemus, in order to bring to Troy

Philoctetes, or his weapons, we have from the beginning of the

piece an interesting contrast between the two heroes thus united

for a common object. Ulysses relies altogether on the ambi-

tion of Neoptolemus, who is destined by fate to be the con-

queror of Troy, if he can obtain the aid of the weapons of

Philoctetes, and Neoptolemus does, in fact, suffer himself to be

prevailed upon to deceive Philoctetes by representing himself as

an enemy of the Greeks who are besieging Troy, and is just on

the point of carrying him off to their camp, under the pretence
of taking him home ; meanwhile Neoptolemus is deeply touched,

in the first place, by the unsophisticated eloquence of Philo

ctetes, and then by the sight of his unspeakable sufferings ;

' but

it is long before the resolute temper of the young hero can be

drawn aside by this from the path he has once entered on. The
first time he departs from it is after Philoctetes has given him

1 V. 965 : 'E/ioi (ib> ofrrros Sewds l/urlrroMrl rts

rovS' dvSpbs, oil vvv irpuTov dXXA icai retXeu.

The silence of Neoptolemus in the scene beginning with OA. S> icd.Ki.ffT dvSp

lp$t v. 974, and ending with the words d.Koi-<rofj.at fiir, v. 10/4, 'w just as charac-

teristic as any speech could have been.
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his bow to take care of, when he candidly admits the truth, that

he is obliged to take him to Troy, and cannot conduct him to

his home. Yet he still follows the plans of Ulysses, though
much against his own inclination, and this drives Philoctetes

into a state of despair, which almost transcends all his bodily

sufferings, until Neoptolemus suddenly reappears in violent dis-

pute with Ulysses, as himself, as the simple-minded, straight-

forward, noble young hero, who will not in any case deceive the

confidence of Philoctetes; and as Philoctetes cannot and will

not overcome his hatred of the Achaeans, he throws aside all

his ambitious hopes and wishes, and is on the point of escorting
the sick hero to his native land, when Hercules, the Deus ex

machind, suddenly makes his appearance, and, by announcing
the decrees of fate, produces a complete revolution in the senti-

ments of Philoctetes and Neoptolemus. This drama, then, is

exceedingly simple, for the foundation on which it is built is the

relation between three characters, and it consists of two acts

only, separated by the stasimon before the scene, in which the

change in Neoptolemus's views is . brought about. But if we
consider the consistent and profound development of the cha-

racters, it is by far the most artificial and elaborate of all the

works of Sophocles. The appearance of Hercules only effects

an outward peripeteia, or that sort of revolution which bears

upon the occurrences in the piece; the intrinsic revolution, the

real peripeteia in the drama of Sophocles, lies in the previous

return of Neoptolemus to his genuine and natural disposition,

and this peripeteia is, quite in accordance with the spirit of

Sophocles, brought about by means of the characters and the

progress of the action itself.

n. In all the pieces of which we have spoken hitherto, the

prevailing ideas are ethical, but necessarily based on a religious

foundation, since it is always by reference to the divinity that

the proper bias is given to human actions in every field. There

is, however, one drama in which the religious ideas of Sophocles

are brought so prominently forward that the whole play may be

considered as an exposition of the Greek belief in the gods.

This drama, the (Edipus at Colonus, is always connected in

the old stories with the last days of the poet. Sophocles at-

tained the age of 89, or thereabouts, for he did not die till
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Olymp. 93. 2, B.C. 406,' and yet he did not himself bring out

the CEdipus at Colonus ; it was first brought on the stage in

Olymp. 94. 3, B.C. 401, by his grandson, the younger Sophocles.

This younger Sophocles was a son of Ariston, the offspring of

the great poet and Theoris of Sicyon. Sophocles had also a

son lophon by a free-woman of Athens, and he alone, according

to the Attic law, could be considered as his legitimate son

and rightful heir. lophon and Sophocles both emulated their

father and grandfather; the former brought tragedies on the

stage during his father's lifetime, the latter after his grand-

father's death : the whole family seems, like that of ^Eschylus,

to have dedicated itself to the tragic muse. But the heart of

the old man yearned towards the offspring of his beloved Theoris
;

and it was said, that he was endeavouring to bestow upon his

grandson during his own lifetime a considerable part of his

means. lophon, fearing lest his inheritance should be too

much diminished by this, was urged to the undutiful conduct

of proposing to the members of the phratria (who had a sort

of family jurisdiction) that his father should not be per-

mitted to have any control over his property, which lie was no

longer capable of managing. The only reply which Sophocles
made to this charge was to read to his fellow-tribesmen the

parodos from the (Edipus at Colonus ;
2 which must, therefore,

liave been just composed, if it were to furnish any proof for the

object he had in view
;
and we think it does the greatest honour

to the Athenian judges, that, after such a proof of the poet's

1 The old authorities give Olymp. 93. 3. as the year of Sophocles' death : this

was the year of the Archon Callias, in which Aristophanes' Frogs was brought out

at the Lenaea, and the death of Sophocles is presupposed in this comedy as well as

that of Euripides. The Vita Sophoclis, however, following Istrus and Neanthes,

places the death of Sophocles at the Choes ; and as the Choc's, which belonged to

the Antbesteria, were celebrated in the month of Anthesterion, after the Lenaen

which fell in the month Gamelion, the death of Sophocles must be referred to th

year before the archonship of Callias, consequently to Olyrnp. 93. i. If we sup

pose that some confusion has taken place, and substitute for the Choes the lesser

or country Dionysia, we should still be very far short of the necessary time fo

conceiving, writing, and preparing for the stage such a comedy as the Frogs, evei

though we should also suppose an intercalary month inserted between Poseideoi

and Gamelion.

V. 668. teq. EWirirou, ^e, TcurSe x^paj. Comp. chap. XXII. u.
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powers of mind, they paid no attention to the proposal of

lophon, even though he was right in a legal point of view,

lophon, it seems, became sensible of his error, and Sophocles
afterwards forgave him. The ancients found an allusion to this

fact in a passage of the (Edipus at Colonus,
1

where Antigone
says, by way of apology for Polyneices,

' Other people, too,

have had bad children, and a choleric temper, but have been
induced by the soothing speeches of their friends to give up
their anger/

1 2. It was then in the latter years of his life that Sophocles

composed this tragedy, which the ancients justly designate as

a sweet and charming poem;
2 so wonderfully is it pervaded by

gentle and amiable feelings, so deeply tinged with a tone mixed

up of sorrow for the miseries of human existence and of com-

forting and elevating hopes. This drama impresses every sus-

ceptible reader with a warmth of sensibility as if it treated of

the weal of the poet himself; here, more than in any other

poem, one can recognize the immediate language of the heart.
3

In this play the aged Sophocles has plunged into the recollec-

tions of his youth, during which the monuments and traditions

of his rustic home, the village of Colonus near Athens, had

made a deep and lasting impression on his mind : in the whole

piece, and especially in the charming parodos-&ong which cele-

brates the natural beauties and ancient glory of Colonus, he

expresses in the most amiable manner his patriotism and his

love for his home. At Colonus were hallowed spots of every

kind, consecrated by faith in the powers of darkness
; a

grove of the Erinnyes, who were designated as
' the venerable

goddesses
'

(aifival) ;

' a brazen threshold/ as it was called,

which was regarded as the portal of the subterranean world ;

and, among other things, also an abode where (Edipus was said

to dwell beneath the earth as a propitious deity, conferring

upon the land peace and bliss, and destroying its enemies,

1 V. 1192. seq.: dXV a nirrbv etVt ^dr^/octs yoval KO.KO.I.

8 Mollissimum ejus carmen de (Edipode. Cicero, de Fin., V. i. 3.

J Not to touch upon the higher ideas, we may also refer to the complaints of the

chorus about the miseries of old age, v. 1211. There is a counterpoise to these

laments in the subsequent praises of an easy death, at peace with the gods.

VOL. I. H H
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especially the Thebans. The touching thought that this

(Edipus, whom the Erinnyes had so cruelly persecuted in his

life-time, should find rest from his sorrows in their sanctuary,

had been mythically expressed in other places, and was con-

nected with particular localities. That such a sacrifice, how-

ever, to the avenging goddesses, one reconciled to them, and

even tranquillized by them, should also possess the power of

conferring blessings, depends upon the fundamental ideas of the

worship of the Chthonian deities among the Greeks, which

directly ascribe to the powers of the earth and the night a

secret and mysterious fulness of life. It was in reference to

these,
1

according to the views of Sophocles, that (Edipus, at the

very commencement of his unhappy career, before his rencontre

with Lams, received an oracle from the Delphic Apollo, stating

that he would reach the end of his sorrowful journey through
life in that place, where he should obtain an hospitable recep-

tion from the Erinuyes. He does not, however, perceive that

he is approaching the fulfilment of the oracle till the beginning
of the drama, when, wandering about as an exile, he unex-

pectedly learns that he is in the sanctuary of these goddesses.

It is, however, long before the people of Colonus, who hasten to

the spot, are willing to receive him : they are shocked in the

first place by the audacity of the stranger who has so boldly

profaned the grove of the fearful goddesses, and in the next

place by the terrible curse which attaches to his destiny : and

it is the noble and humane disposition of Theseus, the prince of

the country, which first assures him of reception and protection
in Attica. Meanwhile, a second oracle comes to light. It ha

1
Sophocles himself says, v. 62, of the temples and monuments of Colonus,

rotaCrd ffot TO.VT' lirrlv, & tv , ov \6yoit

. ., not celebrated by poets and orators, but only by local tradition. How ft

JEschylus was from conceiving anything of the kind may be seen from seven

passage* in the Seven against Thebet ; according to which (Edipus must have bee

dead and buried in Thebes before the war, and this was in accordance with the

more ancient traditions. See v. 976. 1004. It is true that Euripides has the same

tradition in his Phaenittce, v. 1 707 ; but this tragedy belongs to a period (about

Olymp. 93) when Sophocles' (Ediptu at Colonus, though not yet brought out,

might have been known to the lovers of literature at Athens.
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been obtained by the parties who are contending for the sove-

reignty of Thebes, and promises conquest and prosperity to

those who possess (Edipus or his grave. This gives occasion

for a number of scenes in which Creon and Polyneices, both of

whom have grievously offended (Edipus, strive with all their

might to gain his aid for their own purposes ; but they are at

once haughtily rejected by him, assured as he is by the protec-
tion of Athens from all outward violence. The real object of

these scenes, which fill up the middle portion of the tragedy,

obviously is to represent the blind and aged (Edipus a miserable

being, bowed down by a curse, disgraced, and banished, yet
raised to a state of honour and majesty by the interposition of

the divinity in his favour ; and in this state he is elevated far

above his enemies, who before ill-treated him in the insolence

of power. There is a sort of majesty even in the anger with

which he sends from him, loaded with a curse, his wicked sou

Polyneices, now so deeply humbled ; although, according to our

notions, the Greek Charis may appear somewhat harsh and rude

in this instance. After this exaltation upon earth, the thunder

of Zeus is heard, calling (Edipus to the other world ; and we

learn, partly from what (Edipus said before, and partly from the

messenger who comes back to us, how (Edipus, adorned for

death in festal attire, and summoned by subterraneous thunders

and voices, has vanished in a mysterious manner from the sur-

face of the earth. Theseus puts a stop to the laments of the

daughters with the words,
' One must not complain of the

manner in which the Chthonian powers display their favours :

it were an offence to the gods to do so.
n

It cannot have escaped any attentive reader how much in this

mythus, so treated, is applicable not merely to the old hero

(Edipus, but also to the destiny of man in general, and how a

gentle longing for death, as a deliverance from all worldly

troubles and as a clearing up of our existence, runs through
the whole ;

and certainly the political references to the position

of Athens at that time in regard to other states, even though

"' 1751. iratiere Opfyuv, TrcuSes
1

tv ofj y&
'KOovla. tyv dir^Ktirai,

H H 2
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they are more prominent in this than in other pieces, are quite

subordinate in comparison with these leading ideas.
1

13. Thus the tragedies of Sophocles appear to us as pic-

tures of the mind, as poetical developments of the secrets of our

souls and of the laws to which their nature makes them

amenable. Of all the poets of antiquity, Sophocles has pene-

trated most deeply into the recesses of the human heart. He
bestows very little attention on facts ;

he regards them as little

more than vehicles to give an outward mauifestation to the

workings of the mind. For the representation of this world of

thought, Sophocles has contrived a peculiar poetical language.

If the general distinction between the language of poetry and

prose is that the former gives the ideas with greater clearness

and vividness, and the feelings with greater strength and

warmth
;
the style of Sophocles is not poetical in the same

degree as that of ^Eschylus, because it does not strive after the

same vivid description of sensible impressions, and because his

art is based upon a delineation of the manifold delicate shades

of feeling, and not on an exhibition of the strong and uncon-

trollable emotions. Accordingly, the style of Sophocles comes

a good deal nearer to prose than that of ^schylus, and is dis-

tinguished from it less by the choice of words than by their use

and connexion, and by a sort of boldness and subtilty in the

employment of ordinary expressions. Sophocles seeks to make
his words imply something which people in general would not

expect in them : he employs them according to their derivation

1 It is true that the whole piece is full of references to the Peloponnesian war
and to the devastations to which Attica was subjected, though they spared the

country about Colonus and the Academy, and the holy ph've-trees. Difficulties,

too, are occasioned by the tone of commendation in which Theseus speaks of the

character of Thebes in general (v. 919), for Thebes was certainly at this period
one of the foes of Athens

; and it might be supposed that this passage was added

by the younger Sophocles after Thrasybulus had liberated Athens with the aid (if

the Thebaus. The drama, however, is too much of one character to give any
room for such a surmise

; and we must therefore conclude, that Sophocles knew
there existed among the people of Thebes a disposition favourable to Athena,

whereas the aristocrats who had the upper hand in the government were hostile

to that city. After the termination of the Peloponnesian war, the democratic

party at Thebes showed themselves mure and more in favour of Athens and opposed
to Sparta.
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rather than according to their actual use; and thus his expres-
sions have a peculiar pregnancy and obscurity

1 which easily de-

generates into a sort of play with words and significations.

\Vith regard to this, it must be remarked that, at the period
when he wrote, the spirit of the Greek nation was in a state of

progressive development, in which it entered upon speculations

beyond its own impulses and their utterance by means of words

and sentences, and in which the reflecting powers were every

day gaining more and more the mastery over the powers of per-

ception. In such a period as this, an observation of and

attention to words in themselves is perfectly natural. Besides,

at this time of vehement excitement, the Athenians had an es-

pecial fondness for a certain difficulty of expression.
2 An orator

would please them less by telling them everything plainly than

by leaving them something to guess, and so giving them the

satisfaction of acquiring a sort of respect for their own sagacity
and discernment. Thus Sophocles often plays at hide and seek

with the significations of words, in order that the mind, having
exerted itself to find out his meaning, may comprehend it more

vividly and distinctly when it is once arrived at. In the syn-
tactical combinations, too, Sophocles is very expressive, and to

a certain extent artificial, while he strives with great precision

to mark all the subordinate relations of thought. Perspicuity

and fluency are incompatible with such a style as this; and,

indeed, these properties were not generally characteristic of the

rhetoric of the time. The style of Sophocles moves on with a

judicious and accurate observation of all incidental circum-

stances, and does not hurry forwards with inconsiderate haste
;

though in this very particular there is a difference between the

older and the more recent tragedies of Sophocles, for several

speeches in the Ajax, the Philoctetes, and the (Edipus at

1
Especially also one, of which the speakers themselves are unconscious ;

so

that, without knowing it, they often describe the real state of the case. This

belongs essentially to the tragical irony of Sophocles, of which we have spoken

above
( 8).

1 Cleon says (in Thucydides, III. 38) that the Athenians may easily be deceived

by novelties of style ;
that they despise what is common, admire what is strange,

and, though they speak not themselves, are nevertheless so far rivals of the speaker

that they follow close upon him with their thoughts, and even outrun him.
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Colonus have the same oratorical flow which we find in Euri-

pides.
1 In the lyrical parts, this distinct exhibition and clear

illustration of the thoughts are combined with an extraordinary

grace and sweetness : several of the choral odes are, even taken

by themselves, masterpieces of a sort of lyric poetry whicl

rivals that of Sappho in beauty of description and grace of con-

ception. Sophocles, too, has with singular good taste cultivated

the Glyconian metre, which is so admirably calculated for the

expression of gentle and kindly emotions.

1 See the speeches of Menelaus, Agamemnon, and Teucer, in the second part of

the Ajax, and CEdipus' defence in v. 960 of the CEdipus at Colonus.
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CHAPTER XXV.

EURIPIDES.

i. Difference between Sophocles and Euripides. The latter essentially specu-
lative. Tragedy a subject ill-suited for his genius. i. Intrusion of tragedy
into the interests of the private and, 3, public life of the time. 4. Altera-
tions in the plan of tragedy introduced by Euripides. Prologue and, 5,
Dens ex machind. 6. Comparative insignificance of the chorus. Prevalence
of monodies. 7. Style of Euripides. 8. Outline of his plays : the Alcestis;

9. the Medea; 10. the Hippolytus; n. the Hecuba. 12. Epochs in the
mode of treating his subject : the Heracleidce ; 13. the Suppliant*; 14. the
Ion ; 15. the Raging Heracles; 16. the Andromache; 17. the Trojan
Women; 18. the Electra; 19. the Helena; 20. the Iphigenia at Tauri ;

21. the Orestes ; 22. the Phoenician Women ; 23. the Bacchanalians; 24-
the Iphigenia at Aulis. 25. Lost pieces : the Cyclops.

i. rpHE tragedies of Sophocles are a beautiful flower of

-L Attic genius, which could only have sprung up on the

boundary line between two ages differing widely in their opinions
and mode of thinking.

1

Sophocles possessed in perfection that

free Attic training which rests upon an unprejudiced observa-

tion of human affairs
;
his thoughts had entire freedom, and

the power of mastering outward impressions ; yet with all this,

Sophocles admits a something which cannot be moved and

must not be touched, which is deeply rooted in our conscience,

and which a voice from within warns us not to bring into the

whirlpool of speculation. He is, of all the Greeks, at once

the most pious and most enlightened. In treating of the

positive objects of the popular religion of his country, he has hit

upon the right mean between a superstitious adherence to out-

ward forms and a sceptical opposition to the traditionary belief.

He has alwavs the skill to call attention to that side of his

1
Comp. chap. XX. 7.
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religion \vhich must have produced devotional feelings even in

a reflecting and educated mind of that time. 1

The position of Euripides, in reference to his own time, was

totally different. Although he was only eleven years younger
than Sophocles, and died about half a year before him, he

seems to belong to an entirely different generation, in which

the tendencies, still united in Sophocles and presided over by
the noblest perception of beauty, had become irrecoucileably

opposed to one another. Euripides was naturally a serious cha-

racter, with a decided bias towards nice and speculative inquiries

into the nature of things human and divine. In comparison
with the cheerful Sophocles, whose spirit without any effort

comprehended life in all its significance, Euripides appeared to

be morose and peevish.
2

Although he had applied himself to

the philosophy of the time, and had entered deeply into Anaxa-

goras' ideas with regard to matters relating principally to phy-
sical science in general, while in regard to moral studies he had

manifestly allowed himself to be allured by some of the views

of the sophists ; nevertheless, the philosophy of Socrates, the

opponent and conqueror of the sophists, had, on the whole,

gained the upper hand in his estimation. We do not know
what induced a person with such tendencies to devote himself

to tragic poetry, which he did, as is well kuown, in the twenty-
sixth year of his age, and in the very same year in which

JEschylus died (Olymp. 81. i, B.C. 455) .

3
Suffice it to say,

1 The respect which Sophocles everywhere evinces for the prophetic art is highly

worthy of remark, and to a modern reader must be particularly surprising. It

does not, however, appear in his dramas as an inexplicable guessing at accidental

occurrences, but as a thorough initiation into the great and just dispensations of

providence. In the Ajax, the Philoctetes, the Trachinian Women, the Antigone,
the two (Edipuset, the prophecies express profound ideas though enveloped occa-

sionally in a mystical phraseology. Euripides has no sympathy with this reverence

for the prophetic art.

* He is called <rTpv<f>vfa and /wo-oyAwj by Alexander ^Etolus, in the verses quoted

by Gellius, A
T
. A. XV. 20. 8.

3 TiiU is in accordance with the Vita Euripidit, which Elmsley published from a

MS. in the Ambrosian Library, and which, with several alterations and additions,

is also found in a Paris and Vienna MS. According to Eratosthenes, who gives
the age of 26 for his first appearance and of 75 for his death, he must have been

born in Olymp. 74. 3, B.C. 482-1, although the Parian marble places his birth at

Olymp. 73. 4. It is clearly only a legend that he was born on the day of the

battle of Salarnis.
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that tragic poetry became the business of his life, and he had
no other means of giving to the world the results of his medita-

tions. With respect to the mythical traditions, however, which
the tragic muse had selected as her subjects, he stood upon an

entirely different footing from ^Eschylus, who recognized in

them the sublime dispensations of providence, and from Sopho-
cles, who regarded them as containing a profound solution of

the problem of human existence. He found himself placed in

a strange, distorted position with regard to the objects of his

poetry, which were fully as disagreeable as they were attractive

to him. He could not bring his philosophical convictions with

regard to the nature of God and his relation to mankind into

harmony with the contents of these legends, nor could he pass
over in silence their incongruities. Hence it is that he is

driven to the strange necessity of carrying on a sort of polemical
discussion with the very materials and subjects of which he had

to treat. He does this in two ways : sometimes, he rejects as

false those mythical narratives which are opposed to purer con-

ceptions about the gods ; at other times, he admits the legends
as true, but endeavours to give a base or contemptible appear-

ance to characters and actions which they have represented as

great and noble. Thus, the two favourite themes of Euripides

are, to represent Helen, whom Homer has had the skill, not-

withstanding her failings, to clothe with dignity as well as love-

liness, as a common prostitute, and Menelaus as a great simple-

ton, who, in order to get back his worthless wife, has brought
so many brave men into distress and danger and distinctly to

blame and misrepresent the deed of Orestes as a crime to which

he had been urged by the Delphic oracle ; whereas JSschylus

has striven to exhibit it as an unavoidable though a dreadful

deed.

2. Although Euripides, as an enlightened philosopher,

might have found pleasure in showing the Athenians the folly

of many of the traditions which they believed in and considered

as holy, yet it is somewhat strange that he all along kept close

to these mythical subjects, and did not attempt to substitute

for them subjects of his own invention, as his contemporary

Agathon did, according to Aristotle, in his piece called the

Flower (avOo^). It is certain that Euripides regarded these
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mythological traditions as merely the substratum, the canvas,

on which he paints his great moral pictures without the re-

straint of any rules. He avails himself of the old stories in

order to produce situations in which he may exhibit the men

of his own time influenced by mental excitement and passionate

emotion. There is great truth in the distinction which Sopho-

cles, according to Aristotle, made between the characters of his

plays and those of Euripides, when he said that he represented
men as they ought to be, Euripides men as they are :

l

for,

while Sophocles' persons have all something noble and great in

their composition, and even the less noble are in a measure

justified and ennobled by the sentiments of which they are tl

vehicle,
2

Euripides, on the other hand, strips his of the ide

greatness which they claimed as heroes and heroines, and alloi

them to appear with all the petty passions and weaknesses of

people of his own time 3

properties which often make a singular

contrast to the grave and measured speeches and the outward

pomp which the tragic cothurnus carries with it. All the cha-

racters of Euripides have that loquacity and dexterity in the

use of words 4 which distinguished the Athenians of his day, and

that vehemence of passion which, formerly restrained by the

conventions of morality, was now appearing with less desire for

concealment every day. They have all an extraordinary fond-

ness for arguing, and consequently are on the watch for every

opportunity of reasoning on their views of things human and

divine. Along with this, objects of common life are treated

with the minutest attention to petty circumstances of daily

occurrence,
5
as when Medea makes a detailed complaint of the

1 Arist. Poet. iff.
1 Like the Atridse in the Ajax, Creon in the A ntigone, Ulysses in the Philoctttei.

There are no absolute villains in Sophocles ;
but in Euripides, Polymestor in the

Hecuba, Menelaus in the Orestes, and the Achaean princes in the Troades, very

nearly deserve that appellation. In general every person in ancient tragedy is, to

a certain extent, right in his way of thinking : the absolutely insignificant and con-

temptible occupy by no means so much space in ancient tragedy as in our own.
* Thus Euripides represents heroes, like Bellerophon and Ixion, as mere miteri.

With similar caprice, he turns the seven heroes warring against Thebes into so

many characters from common life, interesting enough, it is true, but not elevated

above the ordinary standard.
4

<rrufjiv\ia, itivfrrtit. Comp. chap. XX. 7.
* ofetld rpdynara, oil xpufixO', alt tfocffufv, says Aristophanes, Frogs, 959.
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unhappy lot of women, who are obliged to bring a quantity of

money as dowry in order to purchase for themselves a lord and
master j

1 and as Hermione, in the Andromache, enlarges on the

topic, that a prudent husband will not allow his wife to be

visited by strange women, because they would corrupt her mind
with all sorts of bad speeches.

2

Euripides must have bestowed

the greatest pains on his study of the female character. Almost
all his tragedies are full of vivid sketches and ingenious remarks

referring to the life and habits of women. The deeds of pas-

sion, bold undertakings, fine-spun plans, as a general rule,

always originate with the female characters, and the men often

play a very dependent and subordinate part in their execution.

One may easily conceive what a shock would be given by thus

bringing forward the women from the domestic restraint and

retirement in which they lived at Athens. But it would be

doing Euripides great injustice if we were, like Aristophanes,
to make this a ground for calling him a woman-hater. The
honour which his mode of treating the subject confers on the

female sex is quite equal to any reproaches which he puts upon
women. Euripides also brings children on the stage more fre-

quently than his predecessors ; perhaps he did this for the same

reason that made people, when brought before the criminal

courts on charges involving severe punishment, produce their

children to the judges in order to touch their hearts by the

sight of their innocence and helplessness. He brings them on

in situations which must have moved the heart of every affec-

tionate father and mother among his audience,
3

although they

were seldom introduced as speaking or singing, because this was

not possible without making some tedious arrangements.
4

1
Euripides, Medea, 235.

3
Eurip., Androm., 944-

8 As when Peleus holds up the little Molossus to untie the cords with which his

mother is bound (Androm. 724). Astyanax, in the Troades, is first embraced by

his mother in the midst of her bitter grief, and afterwards brought in dead upon

a shield. The infant Orestes must coax Agamemnon, so as to make him listen to

the prayers of Iphigenia.
4 As in the scenes in the Alcestis and the Andromache (for the children o

Medea are heard crying out from behind the scenes). One of the chorus then st

behind the scenes and sang the part which the child acted, and which was c

irapaffKtvw, also vapaxopjywa, a name which comprehended all the <

besides their proper part.
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3. Euripides also avails himself of every opportunity of

touching upon public events, in order to give weight to his

opinions on political subjects, whether favourable or unfavour-

able. He expresses himself against the dominion of the multi-

tude, especially when it consisted chiefly of the sea-faring people
who were so numerous among the Athenians. 1 He inveighs

severely against the demagogues who, by their unbridled auda-

city, were hurrying the people to destruction.
2 He shows him-

self, however, no friend to the aristocrats of the time, but repre-

sents their pride in their riches and high descent as utter folly.

When he declares his political creed more directly,
3 he makes

the well-being of the state and the preservation of good order

depend on the middle class.
4

Euripides has an especial affec-

nion for the agriculturists who till the land with their own
hands : he regards them as the real patriots and the protectors of

the state.
5 Thus we may select from the works of Euripides

sentences and sentiments for every situation of human life ; for

Euripides is fond of taking a general and abstract view of all

relations of things : and it is just because it is so easy to ex-

tract sententious passages from his plays, and collect them in

anthologies, that the later writers of antiquity, who were better

able to appreciate the part than the whole the pretty and clever

passages than the general plan of the work have so greatly
liked and admired this poet. Euripides takes such liberties

with his dialogue, and allows himself such an arbitrary extension

of it, that he has a place in it even for indirect poetical criti-

cisms, which he turns against his predecessors, especially

.^Eschylus. There are distinct passages in the Electra and the

Phcenissae, which every one at Athens must have understood as

1 The vavrudi &rapxia i mentioned in the Hec. 607, and again in the Iphig. at

Aul. 914.
* The demagogue of Argos mentioned in the Orestes, 904,

' an Argive and no

Argive,' seems to be an allusion to Cleophon, who had great influence towards the

end of the Peloponnesian war, but was said to be a Thracian, and therefore not a

genuine citizen of Athens.
* A* in the remarkable passage of the Suppliants, 238 : rpeis yap iroXiTiZc

Htptitt, Ac.
*
Suppl. 244. rptuv 61 /totpwv, ^ V i^oy fftbfei ir6\ii>.

8 The airrovpyol : see Electra, 389, Orett. 910. He has a great antipathy to the

heralds, whom he attacks on every occasion.
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objecting, the former to the recognition scenes in the Choephoroe,
the latter to the descriptions of the besieging warriors, before
the decision of the battle, as stiff and unnatural. 1

Euripides
never expresses himself against Sophocles in this manner. Al-

though the contemporary and rival of Sophocles, he always
appears, even in the Frogs of Aristophanes, in hostile opposition
to J^schylus, whose manner he despised as rough and unculti-

vated, ^Eschylus being the favourite of the old honest Athenians
of the race of those who fought at Marathon, and Euripides the

hero of the more modern youth, brought up in sophistical opi-
nions and rhetorical studies. Sophocles stands superior to this

clash of parties, for he had actually found the means of recon-

ciling and uniting in himself the old deep-rooted morality and
the more enlightened views of the age. That the Athenians
were conscious of this, and that in his life-time Euripides had
not so many partisans as we might have supposed, may be seen

in the fact that, although he wrote a great number of plays (in

all ninety-two)/ he did not gain nearly so many tragic victories

as Sophocles.
3

4. We may connect with these remarks on the develop-
ment of the thoughts in the tragedies of Euripides, some obser-

vations on their form or outward arrangement, since it may
easily be shown how nearly this is connected with his mode of

treating the subjects. There are two elements in the outward

form of tragedy which are almost entirely due to Euripides
the prologue and the deus ex machind, as it is called. In the

prologue, some personage, a god or a hero, tells in a monologue
who he is, how the action is going on, what has happened up
to the present moment, to what point the business has come,

nay more, if the prologuer is a god, also to what point it is des-

tined to be carried.
4

Every unprejudiced judge must look upon

1
Eurip. Electra, 523, Phosniss., 751. After the battle, however, Euripides finds

this description quite appropriate.
2 Of which seventy-five are spoken of as extant ; and of these three were not

considered genuine.
3
Euripides did not gain a victory till Olymp. 84. 3, B.C. 441. His victories

amounted on the whole to five
; according to some writers, to fifteen. Sophocles

gained eighteen, twenty, or twenty-four victories.

4 For example, in the Ion, the Hippolytus, and the Bacchce ; in the Hecuba, too,

the shade of Polydorus appears with the divine power of foretelling the future. In
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these prologues as a retrograde step from a more perfect form to

one comparatively defective. It is doubtless much easier to

show the state of affairs by a detached narrative of this kind

than by speeches and dialogues which proceed from the action

of the piece ;
but the very fact that these narratives have

nothing to do with the context of the drama, but are only a

make-shift of the poet, is also a reason why the form of the

drama should suffer from them. That Euripides himself pro-

bably felt this appears from the manner in which he has been

at the pains of justifying, or at least excusing, this sort of pro-

logue in the Medea, one of the oldest of his remaining plays.

The nurse of Medea there says, after having recounted the hard

fate of her mistress and the resentment which it has excited iu

her, that she has herself been so overcome with grief on Medea's

account, that she is possessed with a longing to proclaim to

earth and heaven her mistress's unhappy lot.
1

Euripides, how-

ever, with his peculiar tendencies, could not well have dispensed

with these prologues. As it is his sole object to represent men
under the influence of passion, he found it necessary to lay be-

fore the spectator a concise statement of the circumstances

which had brought them to that point, in order that he might
be able, as soon as the piece actually began, to paint the parti-

cular passion in all its strength.
2

Besides, so complicated are

the situations into which he brings his characters, in order to

have an opportunity of thoroughly developing a varied play of

affections and passions, that it would be difficult to make them

intelligible to the spectators otherwise than by a circumstantial

narration, especially when Euripides, in his arbitrary treatment

of the old stories, ventures to give a different turn to the inci-

dents from that with which the Athenians were already familiar

from their traditions and poetry.
3

5. With regard to the deus ex machind, it is much the

the Alcestit, however, the whole form of the prologue is different. In the Troada

the prologue, included in the dialogue between Poseidon and Athena, goes a good

way beyond the action of the piece. Comp. 1 6.

1
Eurip. Med. 56. seq.

' As in the Medea, the fflppolytus, and other plays.
1
Examples confirmatory of these views may be derived from the Orestes,

Helena, and the Electrn.
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same sort of contrivance for the end of a play of Euripides that
the monologues we have mentioned are for the beginning. It

is a symptom that dramatic action had already lost the prin-

ciple of its natural development, and was no longer capable of

producing, in a satisfactory manner, from its own resources, a

connexion of beginning, middle, and end. When the poet had

by means of the prologue pointed out the situation, from which
resulted an effect on the passions of the chief character and a

contest with opposing exertions, he introduced all sorts of com-

plications, which rendered the contest hotter and hotter, and the

play of passions more and more involved, till at last he can

hardly find any side on which he may bring the impassioned
actions of the characters to a definite end, whether it be a de-

cided victory of one of the parties, or peace and a reconciliation,

of the contending interests. Upon this, some divinity appears
in the sky, supported by machinery, announces the decrees of

fate, and makes a just and peaceable arrangement of the affair.

Euripides, however, by degrees only, became bolder in employ-

ing this sort of denouement. He winds up his earliest plays
without any deus ex machind ; then follow pieces in which the

action is brought to its proper end by the persons themselves,
the deity being introduced only to remove any remaining doubt

and to complete the work of tranquillizing the minds of those

who might be discontented ; and it was not till the end of his

career that Euripides ventured to lay all the weight on the

deus ex machind, so that it is left to this power alone, not to

undo, but to cut asunder the complicated knot of human pas-

sions, which otherwise would be inextricable.
1 The poet at-

tempted to make up for any want of satisfaction which this

might occasion to the mind, by endeavouring to gratify the

bodily eye : he often introduced the divinity in such a manner

as to surprise, or even, in the first instance, to terrify the spec-

tator, by exhibiting him in all his greatness and power, and sur-

rounding him with a halo of light ; in some cases he combined

with this other startling appearances, which could not have

1 This applies to the Orestes. Besides this, we find the Dent ex machind in the

Hippolytus, the Ion, the Iphigenia at Tauri, the Suppliant*, the Andromache, the

Helena, the Ekctra, and the Bacchas.
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been brought forward without some acquaintance with the

science of optics.
1

6. The position of the chorus also was essentially perverted

by the changes which Euripides allowed himself to make in the

outward form of tragedy. The chorus fulfils its proper office

when it comes forward to mediate between, to advise, and to

tranquillize opposing parties, who are actuated by different views

of the case, and who have, or at least for the time appear to

have, each of them the right on their own side. The special

object of the stasima is, by reference to higher ideas, to which

the contending powers ought to submit, to introduce a sort of

equilibrium into the irregularities of the action. The chorus

fulfils this office in very few of the plays of Euripides ;' it is

generally but little suited for so dignified a position. Euri-

pides likes to make his chorus the confidant and accomplice of

the person whom he represents as under the influence of pas-

sion ; the chorus receives his wicked proposals, and even lets it-

self be bound by an oath not to betray them, so that, however

much it may wish to hinder the bad consequences resulting

from them, it is no longer capable of doing so.
3 As a chorus

so related to the actors is seldom qualified to pronounce weighty
and authoritative opinions, by which a restraint may be

placed on the unbridled passions of the actors, it gene-

rally fills up the pauses, in which its songs take place, with

lyrical narrations of events which happened before, but have

some reference to the action of the piece. How many of the

choral songs of Euripides consist of descriptions of the Grecian

1 In the Helena it is clear that, while the Dioscuri are speaking, we see Helen

escape from the shore (v. 1662) ;
so also in the Iphig. Taw. v. 1445, we see the

ship with the fugitives out at sea. In the Orestes, v. 1631, Helen appears hovering
in the air. It is clear that these were images, which must have been prepared
and lighted up in some peculiar manner so as to produce the desired impression.
For this purpose, no doubt, they used the r)(j.iKVK\u>, of which Pollux says (IV.

131) that distant objects were represented by m6ans of it, such as heroes swim-

ming in the sea or earned up to heaven.
* Most of all perhaps in the Medea, where the stasima, altogether or in part com -

posed in the lively rhythms of the Doric mode, are sometimes designed to represent
the justice of Medea's wrath and hatred against Jason, at other times to mitigate
her revenge which ia hurrying her to extremes.

1 Thus in the Hippolytui, v. 904.
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hosts which sailed for Troy and of the terrible destruction of

that city ! In the Phoenisme, the subject of which is the con-

test of the hostile brothers at Thebes, the choral songs tell all

the terrible and shocking stories connected with the house of

Cadmus. We might almost class these stasima with the species
of choral songs mentioned by Aristotle, and called embolima,
because they were arbitrarily inserted as a lyrical and musical

interlude between the acts, without any reference to the subject
of the play ; much in the same way as those pauses are now-a-

days filled up with instrumental music ad libitum. We are

told that these embolima were first introduced by Agathon, a

friend and contemporary of Euripides.
1

The tragedy of Euripides did not, however, on this account

lose its lyrical element ; it only came more and more into the

hands of the actors, in the same proportion as it was taken from

the chorus. The songs of persons on the stage form a consi-

derable part of the tragedies of Euripides, and especially the

prolix airs or monodies, in which one of the chief persons de-

clares his emotions or his sorrows in passionate outpourings.'
2

These monodies were among the most brilliant parts of the

pieces of Euripides : his chief actor, Cephisophon, who was nearly

connected with the poet, showed all his power in them. A
lively expression of the emotions, called forth by certain out-

ward acts, was their chief business ; we must not expect here

that elevation of soul which is nurtured by great thoughts.

With Euripides in particular, this species of lyric poetry lost

more and more in real, sterling value ;
and these descriptions

of pain, sorrow, and despair degenerated into a trifling play

with words and melodies, to which the abrupt short sentences,

tumbling topsy-turvy, as it were, the questions and exclama-

tions, the frequent repetitions, the juxtaposition of words of

1 A Latin critic of some weight, the tragedian and reviewer Accius, who in his

Didascalite imitated the similar labours of the Alexandrine grammarians, says in a

fragment quoted by Nonius, p. 1 78. ed. Mercer., Euripides, qui choros temerarius

in fabulis. Former critics have supposed that a choral song in the Helena of

Euripides (v. 1301) has been interpolated from another tragedy; and indeed some

things in it would be more intelligible if the choral song had originally belonged

to the Protesilaus.
8 See above, chap. XXTI. 13.

VOL. I. i i
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the same sound, and other artifices, imparted a sort of outward

charm, but could not make up for the want of meaning in

them. There is a feeble, childish, affected tone in these parts

of the later pieces of Euripides, which Aristophanes, who never

spares him, not only felt himself, but rendered obvious to others

by means of striking parodies.
1

The laxity and shallowness of these lyrical pieces is also shown

in the metrical form, which is always growing looser and more

irregular in several ways, especially in the accumulation of

short syllables. In the Glyconic system, in particular, Euri-

pides, after Olymp. 89 (about B.C. 424), allowed himself to

take some liberties by virtue of which the peculiar charms of

this beautiful metre degenerated more and more into voluptuous

weakness. 2

7. The style of Euripides in the dialogue cannot be dis-

tinguished in any marked manner from the mode of speaking
then common in the public assemblies and law courts. The

comedian calls him a poet of law speeches; conversely, he

asserts, it is necessary to speak
' in a spruce Euripidean style'

3

in the public exhibitions. The perspicuity, facility, and ener-

getic adroitness of this style made the greatest impression at the

time. Aristophanes, who was reproached with having learned

much from the poet to whom he was so constantly opposed,
admits that he had adopted his condensation of speech, but

adds, sarcastically, that he takes his thoughts less from the

daily intercourse of the market-place.
4

Aristotle remarks,
5 that

Euripides was the first to produce a poetical illusion by borrow-

ing his expressions from ordinary language ; that his audience

needed not for illusion's sake to transport themselves into a

strange world, raised far above themselves, but remained at

Athens in the midst of the Athenian orators and philosophers

1 See Aristophan. Progs, v. 1331 teq.
* G. Hermann baa in several places called attention to the revolution wl

occurred in Olymp. 90 in the mode of treating several metres.
*

KOpuJ'cvpiTucws : Knightt, v. 18.
4
xpw/uu -yip avrov TOV <rr6/xaTOj rtf <rrpoYYij\t?,

Totit voin V dyopaious ffrrov 1) Ktlvos TTOIW.

Fragment in the Scholia to Plato's Apology, p. 93, 8. Fragm. No. 397. Dindor
* Mctor. III. t. 5.
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Euripides was incontestably the first who proved ou the stage
the power which a fluent style, drawing the listener along with

it by means of its beautiful periods and harmonious falls, must
exert upon the public mind ; nay more, he even produced a re-

action on Sophocles by means of it. But it cannot be denied

that he gave himself up too much to this facility also, and his

characters sometimes display quite as much garrulity as elo-

quence : the attentive reader often misses the stronger nourish-

ment of thoughts and feelings furnished by the style of Sophocles,

which, though more difficult, is at the same time more expres-
sive. Euripides, too, descends so low to common life in his

choice of expressions that he actually uses words of a nobler

meaning in the sense which they bore in the common colloquial

language.
1

Finally, it must be remarked, though the establish-

ment of this position belongs to the history of the Greek lan-

guage, that we find traces in Euripides of an impaired feeling

for the laws of his own language. In the lyrical passages he

uses forms of inflexion, and in the dialogue compound words,

which offend against the well-founded analogy of the Greek

anguage ; and he is perhaps the first of all the Greek authors

who can be charged with this.

8. In these considerations of the poetry of Euripides in

eneral we have often referred to the distinction which subsists

>etween the earlier and later plays of this poet ; in the follow-

ng remarks on some of the separate plays we shall endeavour

to make this distinction still clearer and more definite.

The first, in point of time, of the extant plays of Euripides

s, as it happens, not adapted to serve as a striking example of

the style of his tragedies at that time. The same authority
2

;hat has made known to us the year in which the Alcestis was

srought out (Olymp. 85. I, B.C. 438), also informs us that this

drama was the last of four pieces, consequently, that it was

added instead of a satyric drama to a trilogy of tragedies.

This one notice places us at once on the right footing with

1 Thus he used <re/w6j in a bad sense, as signifying
'

proud,'
'

arrogant ;'

Medea, 116, see Elmsley; Hippolyt. 93, 1064; va.\ai(rrr)s as signifying 'simpli-

city,'
' foolishness ;' Helena, 1056.

a A didascalia of the Alcestis, e cod. Vaticano, published by Dindorf in tho

Dxford Edition of 1834.

112
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regard to it, and sets us free from a number of difficulties which

would otherwise interfere with our forming a right judgment of

the piece. When we consider all the singularities of this play

its hero, Admetus, allowing his wife to die for him, and re-

proaching his father with not having made this sacrifice ; the

toper Hercules making a most unmusical uproar in the house

of mourning as he feasts like a glutton and drinks potations

pottle-deep ; and especially the farcical concluding scene, in

which Admetus, the sorrowing widower, strives long not to be

obliged to receive Alcestis, who has been won back from death

and is introduced to him as a stranger, because he is afraid of

his continence we must admit that this piece deserves the

name of a tragi-comedy rather than that of a tragedy proper.

We cannot get rid of the comicality of these situations by an

excuse derived from the rude naivete of the ancient poetry.

The shortness of the drama, in comparison with the other plays

of this poet, and the simplicity of the plan, which requires only
two actors,

1

all this convinces us that we must not include this

play in the list of the regular tragedies of Euripides. As it is,

however, it perfectly fulfils its destination of furnishing a cheerful

conclusion to a series of real tragedies, and thus relieving the

mind from the stress of tragic feeling which they had occasioned.

9. The Medea, on the contrary, which was brought out

Olymp. 87. i, B.C. 431, is unquestionably a model of the tra-

gedies of Euripides, a great and impressive picture of huraau

passion. In this piece Euripides takes on himself the risk,

and it was certainly no slight risk in those days, of representing

in all her fearfuluess a divorced and slighted wife : he has done

this in the character of Medea with such vigour, that all our

feelings are enlisted on the side of the incensed wife, and we

follow with the most eager sympathy her crafty plan for

obtaining, by dissimulation, time and opportunity for the de-

struction of all that is dear to the faithless Jason ; and, though
we cannot regard this denouement without horror, we even con-

sider the murder of her children as a deed necessary under the

1 For Alcestis, when she returns to the stage as delivered from the power of

death, is represented by a mute. The part of Eumelus is a parachvregema, as it

was called. See above, * note.
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circumstances. The exasperation of Medea against her husband
and those who have deprived her of his love certainly contains

nothing grand : but the irresistible strength of this feeling, and
the resolution with which she casts aside all and every of her
own interests, and even rages against her own heart, produces a

really great and tragic effect. The scene which paints the

struggle in Medea's breast between her plans of revenge and
her love for her children, will always be one of the most touching
and impressive ever represented on the stage. The judgment
of Aristotle that Euripides, although he does not manage every-

thing for the best, is nevertheless the most tragical of the poets,
1

is particularly true of this piece. Euripides is said to have
based his Medea on a play by Neophron, an older or contem-

porary tragedian, in which Medea was also represented as

murdering her own children.
2

Others, on the contrary, main-

tain that Euripides was the first who represented Medea as the

murderess of her children, whereas the Corinthian tradition at-

tributed their death to the Corinthians, but certainly he did

not make this change in the story because the Corinthians had

bribed him to take the imputation of guilt from them, but

because it was only in this way that the plot would receive its

full tragical significance.

10. The Hippolytus Crowned,
3

brought out Olymp. 87. 4,

B.C. 428, is related to the Medea in several points, but is far

behind it in unity of plan and harmony of action. The uncon-

querable love of Phaedra for her step-son, which, when scorned,

is turned into a desire to make him share her own ruin, is a

passion of much the same kind as that of Medea. These

women, loving and terrible in their love, were new appearances

on the Attic stage, and scandalized many a champion of the old

morality ;
at any rate, Aristophanes often affects to believe that

the morals of the Athenian women were corrupted by such re-

presentations on the stage. The passion of Phaedra, however,

is not so completely the main subject of the whole play as

Medea's is : the chief character from first to last is the young

1 Poet. c. 13.
3
According to the fragments of Neophron in the Scholia.

3 As distinguished from an older play, the Veiled Hippolytus, which appeared

in an altered and improved form in the Hippolytus Crowned.
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Hippolytus, the model of continence, the companion and friend

of the chaste Artemis, whom Euripides, in consequence of his

tendency to attribute to the past the customs of his own age,

has made an adherent of the ascetic doctrines of the Orphic
school ;' the destruction of this young man through the anger
of Aphrodite, whom he has despised, is the general subject of

the play, the proper action of the piece ;
and the love of Phaedra

is, in reference to this action, only a lever set in motion by the

goddess hostile to Hippolytus. It cannot be denied that this

plot, as it turns upon the selfish and cruel hatred of a deity, can

give but little satisfaction, notwithstanding the great beauties of

the piece, especially the representation of Phaedra's passion.

ii. The Hecuba also, although a little more recent/ belongs

to this class of tragedies, in which the emotion of passion, a

pathos in the Greek sense of the word, is set forth in all its

might and energy. The piece has been much censured, because

it is deficient in unity of action, which is certainly much more

important to tragedy than the unity of time or place. The cen-

sure, however, is unjust. It is only necessary that the chief

character, Hecuba, should be made the centre-figure throughout
the piece, and that all that happens should be referred to her, in

order to bring the seemingly inconsistent action to one harmo-

nious ending. Hecuba, the afflicted queen and mother, learns

at the very beginning of the piece a new sorrow; it is an-

nounced to her that the Greeks demand the sacrifice of her

daughter Polyxena at the tomb of Achilles. The daughter is

torn from her mother's arms, and it is only in the willing re-

signation and noble resolution with which the young maiden

meets her fate that we have any alleviation of the pain which

we feel in common with Hecuba. Upon this, the female ser-

vant, who was sent to fetch water to bathe the dead body of

Polyxena, finds on the sea-shore, washed up by the breakers,

the corpse of Polydorus, the only remaining hope of his mother's

declining age. The revolution or peripeteia of the piece con-

1
Comp. chap. XVI. 3.

1
Aristophanes ridicules the play in the Clouds, consequently in Olymp. 89. i,

B.C. 423. The passage v. 649 seems to refer to the misfortunes of the Sj

Pylos in B.C. 415.
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sists in this, that Hecuba, though now cast down into the
lowest abyss of misery, no longer gives way to fruitless wailings ;

she complains now much less than she did before of this last

and worst of misfortunes
; but she, a weak, aged woman, a cap-

tive, and deprived of all help, nevertheless finds means in her

own powerful and active mind (for the Hecuba of Euripides
is from first to last a woman of extraordinary boldness and
freedom of mind 1

)
to take fearful vengeance on her perfidious

and cruel enemy, the Thracian king, Polymestor. With all the

craft of a woman, and by sagaciously availing herself of the

weak as well as of the good side of Agamemnon's character,
she is enabled not merely to entice the barbarian to the de-

struction prepared for him, but also to make an honourable

defence of her deed before the leader of the Greek host.

12. It seems as if Euripides had exhausted at rather an

early period the materials most suited to his style of poetry :

no one of his later pieces paints a passion of such energy as the

jealousy of Medea or the revengeful feelings of Hecuba. It is

possible too that his method generally may not have had such

capabilities as the manner in which Sophocles has been able to

make the old legends applicable to the development of cha-

racters and moral tendencies. Euripides endeavours to find a

substitute for the interest, which he could no longer excite by a

representation of the effects of passion, in the introduction of a

greater number of incidents on the stage and in a greater com-

plication of the plot. He calls up the most surprising occur-

rences in order to keep the attention on the stretch ;
and the

action is designed to represent the proper development of a

great destiny, notwithstanding the accidents which may thwart

and oppose it. The pieces of this period are also particularly

rich in allusions to the events of the day and the relative posi-

tion of the parties which were formed in the Greek states, and

calculated in many ways to flatter the patriotic vanity of the

1 She is also a sort of free- thinker. She says (Hecuba, 799)
' that law and

custom (v6fMos) rule over the gods ;
for it is in conformity with custom that we

believe in the gods.' And in the Troades (v. 884) she prays to Zeus, whoever he

may be in his inscrutable power, whether he is the necessity of nature or the mind

of men; upon which Menelaus justly remarks that she has ' innovated' the prayers

to the gods (ei5x&J tKaiviffat).
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Athenians. But on this it must be remarked, that he does not,

like JEschylus, consider the mythical events in any real con-

nexion with the historical, and treat the legends as the founda-

tion, type, and prophecy of the destinies of the time being,

but only seeks out and eagerly lays hold of an opportunity of

pleasing the Athenians by exalting their national heroes and

debasing the heroes of their enemies.

The Heracleidas can afford us no satisfaction unless we pay
attention to these political views. This play narrates with

much circumstantial detail and exactness like a pragmatical

history, how the Heracleidae, as poor persecuted fugitives, find

protection in Athens, and how by the valour of their own and

the Athenian heroes they gain the victory over their oppressor,

Eurystheus ; it does not, however, create much tragic interest.

The episode in which Macaria with surprising fortitude volun-

tarily offers herself as a sacrifice, is designed to put a little

spirit into the drama ; only it must be allowed that Euripides

makes rather too much use of the touching representation of a

noble, amiable maiden yielding herself up as a sacrifice, either of

her own accord or at least with singular resolution.
1 All the

weight, however, in this piece is laid upon the political allusions.

The generosity of the Athenians to the Heracleidse is celebrated

in order to charge with ingratitude their descendants, the

Dorians of the Peloponnese, who were such bitter enemies to

Athens, and the oracle which Eurystheus makes known at the

end of the play, that his corpse should be a protection to the

land of Attica against the descendants of the Heracleidse when

they should invade Attica as enemies, was obviously designed to

strengthen the confidence of the less enlightened portion of the

audience in regard to the issue of this struggle. The drama

was probably brought out at the time when the Argives stood

at the head of the Peloponnesian confederacy, and it was thought

probable that they would join the Spartans and Boeotians in

their march against Athens, about Olymp. 89. 3, B.C. 421.

13. The Suppliants has a considerable affinity to the Hera-

cleidae. In this play also a great political action is represented
with circumstantial detail and with an ostentatious display of

1
Polyxena, Macaria, Iphigenia at Aulis.
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patriotic speeches and stories. The whole turns on the inter-

ment of the fallen Argive heroes, which was refused by the

Thebans, but brought about by Theseus. It is highly probable
that Euripides had in view the dispute between the Athenians

and Boeotians after the battle of Delium, on which occasion the

latter refused to give up the dead bodies for sepulture (Olymp.

89. 2, B.C. 424). The alliance which Euripides makes the

Argive ruler contract with Athens on behalf of all his descen-

dants, refers unquestionably to the alliance which actually took

place between Athens and Argos about this time (Olymp. 89. 4,

B.C. 421). The piece has, however, besides this political bear-

ing, some independent beauties, especially in the songs of the

chorus, which is composed of the mothers of the seven heroes

and their attendants ; to which are added, later in the piece,

seven youths, the sons of the fallen warriors. The temple of

Demeter at Eleusis, where the scene is laid, forms an imposing

background to the whole piece. The burning of the dead

bodies, which is seen on the stage, the urns with the bones of

the dead which are carried by the seven youths, are scenes

which must have produced a great outward effect ; and the

frantic conduct of Evadne, who of her own accord throws herself

on the blazing funeral pile of her husband Capaneus, must have

created emotions of terror and surprise in the minds of the spec-

tators. It is clear that in this play Euripides summoned to his

aid all the resources which might contribute to make its repre-

sentation splendid and effective.

14. The Ion of Euripides possesses great beauties, but is

defective in the very same points as those which we have just

described. No great character, no violent passion predominates
in the poem ;

the only motive by which the characters are

actuated is a consideration of their own advantage ;
all the in-

terest lies in the ingenuity of the plot, which is so involved that,

while on the one hand it keeps our expectation on the stretch

and agreeably surprises us, on the other hand the result is

highly flattering to the patriotic wishes of the Athenians.

Apollo is desirous of advancing Ion, his son by Creusa, the

daughter of Erechtheus, to the sovereignty of Athens, but with-

out acknowledging that he is his father. With this view he

delivers an ambiguous oracle, which induces Xuthus, the hus-
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band of Creusa, to believe that Ion is his own son, begotten

before his marriage with the Athenian princess. The violence

of Creusa, however, hinders the success of this plan. She en-

deavours to poison him whom she considers as her husband's

bastard and as an intruder into the ancient royalty of the

Erechtheidae, and Ion, protected by the gods from her attempt

upon his life, is about to take a bloody revenge on the authoress

of the murderous design. Upon this, the woman who took

care of Ion in his infancy appears with the tokens which prove
his origin, and Ion at once embraces as his mother the enemy
whom he was about to punish. The worthy Xuthus, however,

whom gods and men leave in his error, undoubtingly receives

the stranger youth into his house and kingdom as his son and

heir. It is clear that the general object of this play is to main-

tain undimmed and undiminished the pride of the Athenians,

their autochthony, their pure descent from their old earth-born

patriarchs and national kings. The common ancestor of the

lonians who ruled in Attica must not be the son of a stranger

settled in the country, an Achaean chieftain, like Xuthus, but

must belong to the pure old Attic stock of the Erechtheidse.

15. The Raging Hercules contains very definite indications

that the poet composed it at a time when he began to feel the

inconvenience of old age, which might easily be the case from

Olymp. 89. 3, B.C. 422.' This piece is also constructed so as

to produce a great effect in the way of surprise, and contains

scenes such as the appearance of the goddess Lyssa (Madness),
and the representation, by means of an eccyclema, of Hercules,

bound and recovering from his madness which must have pro-

duced a powerful effect on the stage. But it is altogether

wanting in the real satisfaction which nothing but a unity of

ideas pervading the drama could produce. It is hardly possible

to conceive that the poet should have combined in one piece

two actions so totally different as the deliverance of the children

of Hercules from the persecutions of the bloodthirsty Lycus,
and their murder by the hands of their frantic father, merely

1 In the choral song, v. 639 teq. : d vtlrra.* poi <f>i\ov especially in the words (rt

rot ytpw doiSbt Kt\aSd twafiofffoai'. Compare with this Cretphontes, frag. 1 5, ed.
.

Matthias.
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because he wished to surprise the audience by a sudden and un-

expected change to the precise contrary of what had gone before.

We believe that the afflictions of Hercules and his family are

over, when suddenly the goddess of madness appears to bring
about a new and greater sorrow, and to destroy the children by
the hands of the very person who had delivered them from
death in the first part of the play, and that too with no ap-

parent ground, except that Hera will give no rest to Hercules,

although he has got over all the labours hitherto imposed upon
him.

1 6. We have assigned the two last pieces to this epoch
not from any external grounds, but on the evidence of their

contents. Other pieces, the date of which may be definitely

assigned, show still more clearly the form which the tragedy of

Euripides assumed from after Olymp. 90, B.C. 420. It became

more and more his object to represent the wayward and con-

fused impulses of human passion, in which, by sudden and sur-

prising changes, now the one side, now the other, gains the

mastery ; the plans of the wicked fail, but even the just suffer

adversity and affliction, without our being able to perceive any
solid foundation on which those varied destinies of the indi-

vidual actors are based.

This is particularly applicable to the Andromache, in which,

at first, the helpless wife of Hector, who is represented in the

play as the slave of Neoptolemus, is persecuted to the utter-

most by his wife Hermione and her father Menelaus ; then, by
the opportune intervention of Peleus, Andromache is set free,

Menelaus compelled to retire, and Hermione plunged into the

most desperate sorrow; upon this Orestes appears, carries off

Hermione, who was betrothed to him before, and contrives

plans for the destruction of her husband, Neoptolemus; the

news soon arrives that Neoptolemus has been slain at Delphi

in consequence of the intrigues of Orestes; and Thetis, who

comes forward as the deus ex machind, brings consolation and

tranquillity, not from the past but from the future, by promising

to the descendants of Andromache the sovereignty of the Molossi,

and to Peleus immortality among the deities of the sea. If

we must seek in this play for a subject which goes all through

the piece, it is the mischief which a bad wife may, in many
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ways, direct and indirect, bring upon a family. Hermione

causes mischief in the family of Neoptolemus, as well by the

jealous cruelty which she exercises in the house as by faith-

lessly leaving her husband for a stranger. The political re-

ferences bear a very prominent part in the piece. The bad

characters are throughout Peloponnesians, and especially Spar-
tans

; and Euripides embraces, with a delight which cannot be

mistaken, this opportunity of giving vent to all the ill-will that

he felt towards the cruel and crafty men and the dissolute

women of Sparta. The want of honour and sincerity with

which he charges the Spartans
l

appears to refer particularly to

the transactions of the year 420, Olymp. 89. 4,
2
so that the

play seems to have been brought out in the course of the 9oth

Olympiad.

17. The Troades or Trojan Women, of which we know
with certainty that it was brought out Olymp. 91.1, B.C. 415,'

is the most irregular of all the extant pieces of Euripides. It

is nothing more than a picture of the horrors which befall a

conquered city and of the cruelties exercised by arrogant con-

querors, though it is continually hinted that the victors are in

reality more unhappy than the vanquished. The distribution

of the Trojan women among the Achaeans ; the selection of the

prophetic maiden, Cassandra, to be the mistress of Agamemnon,
whose death she prophesies; the sacrifice of Polyxena at the

tomb of Achilles, Astyanax torn from his mother's arms iu

order that he may be thrown from the battlements of the city

walls; then the strange contest between Hecuba and Helen

before Meuelaus, in which he pretends to desire to bring the

authoress of all the calamities to a severe account, but is

clearly in his heart actuated by different motives, and is willing

1 See v. 445 teq. t especially the words X^yores 4XXa pit yXuffo-g, Qpovovvrts
V dXXa.

1 When Alcibiades, by his intrigues, had got the Spartan ambassadors to say
before the people something different from what they had intended and wished to

speak a deceit which w> one taw through at the time. Thucyd. V. 45.
* In conjunction with two other pieces, the Alexander and the Palamedet,

which likewise referred to the Trojan war, and followed in chronological order (for

the Alexander referred to the discovery of Paris before the Trojan war, and the

Palamedet to the earlier part of the war itsdf), without, however, constituting a

trilogy according to the riewt of jfischylut.
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to take his faithless wife home with him
; lastly, the burning

of the city, which forms the grand finale of the piece ; what are
all these but a series of significant pictures, unfolded one after

the other and submitted to the contemplation of the reflective

spectator? The remarkable feature, however, in this play is,

that the prologue goes a good way beyond the drama itself,

and contains the proper conclusion of the whole ; for in it the

deities, Athena and Poseidon, determine between themselves to

raise a tempest as the Greeks are returning home and so make
them pay for all the sins they have committed at Troy. In
order to gain an end which will satisfy the intentions of the

poet, we must suppose that this compact is really fulfilled at

the end of the piece. We almost feel ourselves compelled to

conjecture that we have lost the epilogue, in which some deity,
Poseidon or Athena, appeared as the deus ex machind, and
described the destruction of the fleet as in the act of taking

place ; there might also have been a perspective view, such as

that which we have pointed out in several other pieces ( 5
note), representing the sea raging and the fleet foundering;
and thus there would be contrasted with the burning city

another picture necessary to give a suitable conclusion to the

ideas developed in the drama and to satisfy the moral requi-

sitions suggested by it.

1 8. We must next speak of the Electro,which must obviously
be assigned to the period of the Sicilian expedition.

1 In this

piece Euripides goes farther than in any other in his endeavour

to reduce the old mythical stories to the level of every-day life.

He has invented an incident, not altogether improbable that

^Egisthus married Electra to a common countryman, in order

that her children might never gain power or influence enough
to endanger his life and this enables the poet to put together

a set of scenes representing domestic arrangements of the most

limited and trifling kind. The king's daughter spends her time

in labours of housewifery, not so much from need, as in a spirit

1 The passage (v. 1347) in which the Dioscuri propose to themselves to protect

the ships in the Sicilian sea, clearly refers to the fleet which sailed from Athens to

Sicily ; and the following lines possibly refer to the charge of impiety under which

Alcibiades then laboured.
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of defiance, in order to show how ill she is treated by her

mother ; she represents an economical manager, who scolds her

husband for bringing into their poor cottage guests of too great

expectations ; she tells him he must go out and get something
to eat from an old friend of his, for it is impossible to obtain

anything from her father's house. Euripides considers the

murder of zEgisthus and Clytemnestra as proceeding from the

vindictive spirit of the brother and sister ; they bitterly regret

it as soon as done, and even the Dioscuri, who appear as dii ex

machind, censure it as the unwise act of the wise god Apollo.

19. In the concluding scene of the Electro,,
1

Euripides
hints at an alteration in the story of Helen, which he worked

out shortly after (Olymp. 91.4, B.C. 412) in a separate play, the

Helena? in which this personage, so often abused by Euripides,

is on a sudden represented as a most faithful wife, a pattern of

female virtue, a most noble and elevated character. This is

effected by assuming and arbitrarily adapting to his own pur-

pose an idea started by Stesichorus,
3 that the Trojans and

Achaeans fought for a mere shadow of Helen. Of course it is

not to be imagined that Euripides was in earnest when he

adopted this idea, and that he considered this form of the tradi-

tion as the true and genuine one ; he uses it merely for this

tragedy, and, as we may see in the Orestes, soon returns to the

easier and more congenial representation of Helen as a worthless

runaway wife. The Helena turns entirely on the escape of this

heroine from Egypt, where the young king wishes to compel her

to marry him. Her deliverance is effected entirely by her own

cunning plans, and Meuelaus is only a subordinate instrument

1 V. 1292.
* The Helena was performed along with the Andromeda (Schol. Ravenn. on

Aristoph. Thetm. 1012); and the Andromeda came out in the eighth year before

the Frogs of Aristophanes (Schol. on the Frogs, 53), which appeared in Olymp.

93- 3, B.C. 405. The Andromeda is parodied in the Tkesmophoriazusce (Olymp.

92. i, B.C. 411), as a piece brought out the year before; and in several passages of

the same play, Aristophanes also ridicules the Helena : consequently, the Hchna
must have been brought out Olymp. 91. 4, B.C. 412. This applies very well to

the violent invectives against the soothsayers (v. 744 seq.), probably occasioned

by the recent failure of the Sicilian expedition, which (according to Thucydides
and Aristophanes) the soothsayers of Athens had especially urged the people
to undertake.

1 On this, see chap. XIV. 5.
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in carrying them into execution. The country and people of

Egypt, who are in most points represented under a Greek type
form a very interesting background to the drama. The king's

sister, Theonoe, a virgin priestess skilled in the future, but full

of sympathy for the troubles of mankind, and presiding like a

protecting goddess over the plans of Helen and her husband, is

a grand and beautiful conception of the poet.

20. From the manner in which Euripides has treated the

story of Helen in the piece we have just spoken of, it bears a

strong resemblance to the action in the Iphigenia at Tauri, ex-

cept that the ancient poet has made no use of the incentive of

love in this latter play, for Thoas is sufficiently constrained by
religious motives to prevent the escape of the priestess of the

Tauric Artemis and of the strangers destined to be sacrificed at

her altar. From an argument, too, derivable from the metrical

form of the choral songs, we should feel obliged to place the

Tauric Iphigenia about this time (Olymp. 92). The efforts of

the poet in this piece are chiefly directed to construct an arti-

ficial plot, to introduce, in a surprising but at the same time

natural manner, the recognition of Orestes by his sister Iphi-

genia, and to form a plan of flight, possible under the circum-

stances, and taking into the account all the difficulties and

dangers of the case. The drama, however, has other beauties

of a kind, too, rather uncommon in Euripides in the noble

bearing and moral worth of the characters. Iphigenia appears

as a pure-minded young maiden, who has inspired even the bar-

barians with reverence ;
her love for her home, and the convic-

tion that she is doing the will of the gods, are her only incen-

tives to flight, and these are sufficient excuses, according to the

views of the Greeks, for the imposition which she practises upon
the good Thoas. The poet, too, has taken care not to spoil the

pleasure with which we contemplate this noble picture, by re-

presenting Iphigenia as a priestess who slays human victims on

the altar. Her duty is only to consecrate the victims by

sprinkling them with water outside the temple ; others take

them into the temple and put them to death.
1

Fate, too, has

contrived that hitherto no Greek has been driven to this coast.
2

1 V. 617 seq.
* V. 244 "9-
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"\Vhen she flies, however, a symbolical representation is substi-

tuted for the rites of an actual sacrifice,
1

whereby the humanity
of the Greeks triumphs over the religious fanaticism of the bar-

barians. Still more attractive and touching is the connexion

of Orestes and Pylades, whose friendship is exalted in this more

than in any other play. The scene in which the two friends

strive which of them shall be sacrificed as a victim and which

shall return home, is very affecting, without any design on the

part of the poet to call forth the tears of the spectators. Ac-

cording to our ideas, it must be confessed, Pylades yields too

soon to the pressing entreaties of his friend, partly because the

arguments of Orestes actually convince him, partly because, as

having more faith in the Delphic Apollo, he still retains the hope
that the oracle of the god will in the end deliver them both ;

whereas we desire, even in such cases, an enthusiastic resigna-

tion of all thoughts to the one idea, in which no thought can

arise except the deliverance of our friend. The feelings of the

people of antiquity, however, were made of sterner stuff; their

hardihood and simplicity of character would not allow them to

be so easily thrown off their balance, and while they preserved
the truth of friendship, they could keep their eyes open for all

the other duties and advantages of life.

21. We have a remarkable contrast to the Iphigenia at Tauri

in the Orestes, which was produced Olymp. 92. 4, B.C. 408, and

consequently was not far removed in point of time from the

last-mentioned drama.
^

The old grammarians remark that the

piece produced a great effect on the stage, though all the cha-

racters in it are bad, with the exception of Pylades ;

- and that

the catastrophe inclines to the comic. It seems to have been

the design of Euripides to represent a wild chaos of selfish pas-

sions, from which there is absolutely no means of escape.
Orestes is about to be put to death for matricide by virtue of

the decree of an Argive tribunal, while Menelaus, on whom he

had placed his dependence, deserts him out of pure cowardice

1 V. 1461 seq.
* The old critics have also remarked upon the references to the state of affairs

at the time in the character of Menelaus, who may be considered as a representative
of the vacillating and uncertain policy of Sparta at that period. See Schol. on
v. 37i, 77, 93-
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and selfishness. Enraged at this abandonment, he determines
not to die till he has taken vengeance on Helen, the cause of
all the mischief, who has hidden herself in the palace through
fear of the Argives ; and when she, in a surprising manner,
vanishes to heaven, he threatens to slay her daughter Hermione,
unless Menelaus will pardon and rescue him. Upon this the

Dioscuri appear, bid him take to wife the damsel at whose throat

he is holding the drawn sword, and promise him deliverance

from the curse of the matricidal act. In this manner the knot

is outwardly untied, or rather cut asunder, without any attempt
or hint at unravelling the real intricacies, the moral questions
to which the tragedy leads, or purifying the passions by means
of themselves, which is the object of tragedy, in the proper
sense of the word. So far from attaining to this object, the

only impression produced by such a drama as the Orestes is a

feeling of the comfortless confusion of human exertions and

relations.

22. The Phcenissce, or Phoenician Women, was not much
later than the Orestes. We know on sure testimony that it

was one of the last pieces which Euripides brought out at

Athens,
1 but it is certainly by no means one of the least valu-

able of his works. In general, it would be very difficult to dis-

cern in the last pieces of Euripides any marks of the feebleness

of age, which seems, on the whole, to have had little effect on

the poets of antiquity. There are great beauties in the Phoenissa,

such as the splendid scene at the beginning, in which Anti-

gone, attended by an aged domestic, surveys the army of the

seven heroes from a tower of the palace, and the entrance of

Polyneices into the hostile city; we might add the episode

about Menceceus, were it not a mere repetition of the scene

about Macaria in the Heracleidte ; besides, Euripides has made

too much use of these voluntary self-sacrifices to produce any

striking effect by means of them. Notwithstanding, however,

all the beauties of the details and all the abundance of the ma-

terials (for the piece contains, in addition to the fall of the hos-

tile brother, also the expulsion of (Edipus and Antigone's two

heroic resolves to perform the funeral rites for her brother and

1 Schol. on Aristoph. Frogs, 53.

VOL. I. K K
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to accompany her banished father)/ we miss in this play, too,

that real unity and harmony of action which can result only
from an idea springing from the depths of the heart and ripened

by the genial warmth of the feelings.

23. Three pieces, of which two are still extant, were

brought out by the younger Euripides, a son, or more probably
a nephew, of the celebrated tragedian, and were performed,
after the death of the author, as new plays at the great Dionysia.

These were the Iphigenia at Aulis, the Alcmceon, a lost play/
and the Bacchee. Of these three plays the Baccha was, as far

as we can see, completed by the author himself; not, however,

immediately for Athens, but for representation in Macedonia.

Euripides spent the last years of his life, when Athens was

groaning under the weight of the Peloponnesian war, at the

court of the Macedonian king, Archelaus, who was not a man
of exalted moral character, but a politic ruler who had taken

great pains in civilizing his country, and for that object had

collected around himself a considerable circle of Greek poets

and musicians. It is the common tradition of antiquity that

Euripides died here. The worship of Bacchus was very preva-

lent in Macedonia, especially in Pieria near Olympus, where, at

a later period, Olympias, the mother of Alexander, roamed

about with the Mimallones and Clodones ; Archelaus may have

celebrated the feast of Bacchus here with dramatic spectacles,
3

at which the Bacchae was performed for the first time. To this

there is an allusion in the words of the chorus 4 '

Happy Pieria,

thee Bacchus honours, and he will come in order to dance in

thee with Bacchic revelry ; he will conduct his Msenads over

the swift flowing Axius and the Lydias, whose streams pour forth

blessings.' Euripides would hardly have celebrated these rivers

in such a manner had not Pella, the residence of the Mace-

donian kings, been situated between them, and had not the

1 One does not see, however, how Antigone could find it possible to carry both

her resolutions into effect at once.
' This was the 'AXxfialuv 5ii TLoplvOov, for the 'AXK/wx/aw 5tA *w0*Sot was

brought out by Euripides along with the Alcestis.
* As he also instituted dramatic contests at Dion in Pieria in honour of Zeus and

the Muses. Diodor. Sic. XVII. 16. Wesseling on XVI. 56
4 V. 565.
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court of the king come to Pieria in order to bear a part in the
dramatic festival celebrated there.

The Bacchte, or Bacchanalians, developes the story of Pen-

theus, who was so fearfully punished for his attempt to keep
the Dionysian rites from being introduced into Thebes, and

gives a lively and comprehensive picture of the impassioned and
enthusiastic nature of this worship ;

at the same time, this

tragedy furnishes us with remarkable conclusions in regard to

the religious opinions of Euripides at the close of his life. In

this play he appears, as it were, converted into a positive believer,

or, in other words, convinced that religion should not be ex-

posed to the subtilties of reasoning ;
that the understanding of

man cannot subvert ancestral traditions which are as old as

time
; that the philosophy which attacks religion is but a poor

philosophy, and so forth ;

J

doctrines which are sometimes set

forth with peculiar impressiveness in the speeches of the old

men, Cadmus and Teiresias, or, on the other hand, form the

foundation of the whole piece : although it must be owned that

Euripides, with the vacillation which he always displays in such

matters, ventures, on the other hand, to explain the offensive

story about the second birth of Bacchus from the thigh of Zeus,

by a very frigid pun on a word which he assumes to have been

misunderstood in the first instance.
2

24. The case is different with the Iphigenia at Aulis, which

has obviously not come down to us in so perfect a state from

the hands of the author. In its really genuine and original

parts, this Iphigenia is one of the most admirable of this poet's

tragedies, and it is based upon such a noble idea that we might

put it on the same footing with the works of his better days,

such as the Medea or the Hecuba. This idea is, that a pure

and elevated mind, like that of Iphigenia, can alone find a way
out of all the intricacies and entanglements caused by the pas-

sions and efforts of powerful, wise, and brave men, contending

with and running counter to one another. In this play Euri-

pides has had the skill to invest the subject with such intense

1 See v. 200, ovdlv <7o<tf6/ze<r0a roiai dai/j.o<rti>, and the following verses: v. 1157,

r) <ro<f)0is xalpeiv /ca/co?s.

2 By an interchange of ^17/36$ and SMPOS, v. 292.

K K 2,
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interest by depicting the fruitless efforts of Agamemnon to save

his child, the too late compunction of Menelaus, the pride and

courage with which Achilles offers himself for the rescue of his

affianced bride and for her defence against the whole army, that

the willingness of Iphigenia to sacrifice herself appears as the

solution of a very complicated knot, such as generally requires

a deus ex machind in Euripides, and shines with the brightest

lustre as an act of the highest sublimity. Unfortunately, how-

ever, this admirable work is disfigured by the interpolation of a

number of passages, poor and paltry both in matter and in form. 1

\Ve know not if we judge too harshly of the younger Euripides,

when we regard these as additions by which he sought to com-

plete the piece for representation ;
if so, we must conclude that

the art of tragedy sunk altogether soon after the death of the

great poets. The question is the more difficult to answer from

the fact that in ancient times there was a totally different epi-

logue to the Iphigenia at Aulis? It is possible, or rather pro-

bable, that this was the ending added by the younger Euripides,

while in other copies the genuine parts alone were transcribed,

and that at a later period, after the decline of poetry, these

copies were completed as we have them now.

25. The still extant dramas of Euripides are so numerous
and varied that we have not found it necessary to our judgment
of his works to take into account his lost pieces, though, if we
are to believe the hostile criticisms in Aristophanes and the re-

marks of other ancient writers, there were several of these

pieces which presented even more glaring specimens of the poet's

faulty mannerism than those which we still have ;
for instance,

he attempted in the beggar-hero Telephus to produce a touch-

ing effect by the outward appearance, by ragged clothes, and so

forth
;

3 the Andromeda abounded in showy fooleries in the lyrical

1 The worst addition is the epilogue ; the parodot of the chorus is also liable to

strong suspicions. The prologue, together with the anapests, differs from the cus-

tomary style of Euripides ; but it has beauties of its own, and, moreover, this part
of the play has been imitated by Ennius.

1
According to the well -known passage in ^Elian's Hist. Animal. VII. 39.

1
Euripides subsequently introduced many alterations into this piece, but not

on account of the jokes in the Frogs of Aristophanes, as we might infer from

Eugtath. on the Iliad, XVL p. 1084 ;
for it is well known that he was not living
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parts ; and the wise Melardppe was full of the enlightened rea-

sonings of the new philosophy. The Chrysippus and the Peiri.

thous were especially rich in speculations about nature and the

soul, the Sisyphus in sophistical arguments about the origin of

religions ; the two last pieces, however, were more correctly
ascribed to Critias, the pupil of Socrates and the sophists, and

well known as one of the Thirty Tyrants.
1

The predilection of antiquity for Euripides has also preserved
us one of his satyric dramas, the Cyclops (the only specimen we
have of this sort of play), though Euripides had not distinguished
himself particularly in this branch of dramatic poetry. As a

specimen of the satyric drama, for which the story of Polyphemus
is peculiarly adapted, the play possesses some interest, but it

wants that genial originality which we should have been war-

ranted in expecting in a satyrical drama by ^Eschylus.

Euripides probably died in Olymp. 93. 2, B.C. 407, though
the ancients also assign the following year for his death.8

Sophocles mourned for him in common with the rest of Athens,

and brought his actors uncrowned to the tragic contest. This

must have happened at the dramatic contests in the winter of

B.C. 407 and 406 ; Sophocles himself died soon after, about the

spring of B.C. 406 (Olymp. 93. 2), if we may give credit to the

old stories which place his death in connexion with the feast of

the Anthesteria.

when that comedy was produced. In general, Euripides frequently altered his

plays to suit the public taste, as we are told he did the Hippolytus. In the first

edition of this play, Phaedra was a much more importunate lover.

1 We have entirely passed over the Rhesus ; for although there was a play of

Euripides with this name, which Attius seems to have imitated in the Nyctegerti*,

the extant piece bears no mark of the pen of Euripides, and must rather be con-

sidered as an imitation of JEschylus or Sophocles. It probably belongs to the

later Athenian tragedy, perhaps to the school of Philodes, for it is clear from

v. 944 that it comes from Athens. The scene in which Paris appears the instant

that Diomedes and Ulysses have left the stage, while Athena is still there, requires

four actors ;
and this may also be used as an argument to prove that it was co

posed at a later period.
3 See chap. XXIV. 1 1 note.
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CHAPTER XXVI.

THE OTHER TRAGIC POETS.

I. Inferiority of the other tragic poets. 2. Contemporaries of Sophocles and

Euripides : Neophron, Ion, Aristarchus, Achseus, Carcinus, Xenocles. 3.

Tragedians somewhat more recent : Agathon ; the anonymous son of Cleomachus.

Tragedy grows effeminate. 4. Men of education employ tragedy as a vehicle

of their opinions on the social relations of the age. 5. The families of the

great tragedians : the ^Eschyleans, Sophocleans, and the younger Euripides.

6. Influence of other branches of literature ; tragedy is treated by Chaeremon

in the spirit of lax and effeminate lyric poetry. 7. Tragedy is subordinated

to rhetoric in the dramas of Theodectes.

i. \j\7~E may consider ourselves fortunate in possessing, as

* specimens of Greek tragedy, masterpieces by those

poets whom their contemporaries and all antiquity unanimously

regarded as the heroes of the tragic stage. ^Eschylus, Sopho-

cles, and Euripides are the names which continually recur

whenever the ancients speak of the height which tragic poetry
attained at Athens; the state itself distinguished them by

founding institutions the object of which was to preserve their

works pure and unadulterated, and to protect them from being

interpolated at the caprice of the actors ;

1 and soon afterwards

they were rather read in the closet than heard in the theatre,

and became identified with the existence of the later Greeks and

Romans.

Their contemporaries among the tragedians must be regarded

as, for the most part, far from insignificant poets, inasmuch as

they maintained their place on the stage beside them, and not

unfrequently gained the tragic prize in competition with them.

1
According to a law, proposed by the orator Lycurgus, authentic copies of the

works of the three poets were kept in the archives of Athens, and it was the duty of

the public secretary (ypafj-fiartfit TTJJ T6Xew$) to nee that the actors delivered this

text only. See the life of Lycurgus in Plutarch's Vitce decem Oraforum, where
the words, owe l<?rcu ykp at/rdt dXXwi vroKplpfffOai have been properly added.
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Yet, though their separate productions may have been in part

happy enough to merit most fully the approbation of the public,
the general character of these poets must have been deficient in

that depth and peculiar force of genius by which the great

tragedians were distinguished. If this had not been the case,
their works would assuredly have attracted greater attention and
have teen read more frequently in later times.

2. NEOPHRON of Sicyon must have been one of the most
ancient of these poets, if the Medea of Euripides was really in

part an imitation of one of his plays :' in that case he must be

distinguished from a younger Neophron, who was a contempo-

rary of Alexander the Great.

ION, of Chios, lived at Athens in the time of /Eschylus and

Cimon, and in the fragments of his writings speaks of the events

of their day as from personal knowledge. He was a very com-

prehensive writer, and what was very uncommon in ancient

times, a prose author as well as a poet. He wrote history in

the dialect and after the manner of Herodotus, except that he

paid more attention to the private life of distinguished indi-

viduals : he also composed elegies
2 and lyrical poems of various

sorts. He did not come forward as a tragedian till after the

death of ^Eschylus (Olymp. 82), whose place, it seems, he ex-

pected to fill on the stage. The materials of his dramas \vere

in a great measure taken from Homer ; they may have been

connected in trilogies like those of JSschylus ;
the few remains,

3

however, hardly allow us to trace the connexion of these trilo-

gical compositions. Although correct and careful in the

execution, his productions were deficient in that higher energy

which is remarkable in the more genial poets.
4

ARISTARCHUS, of Tegea, came forward in Olymp. 81. 2,

B.C. 454, and, as we have mentioned above,
5 was the first to

1 See the didascalia to the Medea of Euripides (where it would behest to change

y{vvaio<t>pbvus SiaffKevdffas into rrjv NeiS^povos 5.), and Diog. Laert. IL 134. But a

good deal might be said against this account, and perhaps the relation between the

two plays was precisely the converse.

3 See chap. X. 7, p. 152, notes.

3 lonis Chii fragraenta collegit Nieverding. Lipsiae, 1836.

4
According to the judgment of the critic Longinus, de Xublim. 3j.

5
Chap. XXI. 4.
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produce tragedies, according to the standard of greater length,

which was subsequently observed by Sophocles and Euripides.

Some of his tragedies, especially the Achilles, gained some re-

putation at a later period, from being imitated by Ennius.

ACHJEUS, of Eretria, brought out many dramas at Athens

after Olymp. 83, but only once obtained the prize. A sort of

artificial manner was peculiar to him
;
the fragments of his

dramas 1 contain much strange mythology, and we learn that

his expressions were often forced and obscure. Nevertheless,

with such peculiarities he may easily have merited the favour-

able opinion of some ancient critics, who considered him the

best writer of satyric dramas next to ^Eschylus. In constructing

such dramas he could hardly have avoided making some strange

combinations and indulging in some far-fetched witticisms.

CARCINUS, with his sons, forms a family of tragedians, known
to us chiefly from the jokes and mockeries of Aristophanes.

The father was a tragedian, and the sons appeared as choral-

dancers in his plays ; only one of them, Xenocles, also devoted

himself to the profession of poetry. As far as we can judge
from a few hints, both father and son were distinguished by a

sort of antiquated harshness in their mode of expression. Yet

Xenocles, with his tragic trilogy, CEdipus, Lycaon, Bacchae, and

the satyrical drama Athamas, gained the prize over the trilogy

of Euripides to which the Troades belonged. From the Athe-

nian Carcinus we must distinguish a later tragedian of the same

name, who was of Agrigentum.

3. AGATHOX was a very singular character. He came
before the public with his first tragedy in Olymp. 90. 4, B.C.

416, when he was still a young man, and spent his riper

years at the court of Archelaus, King of Macedon, where he

died about Olymp. 94. 4, B.C. 40x3. His strange demeanour and

habits have enabled Aristophanes (especially in the Thesmopho-

riazusce) and Plato (in the Symposium) to give us some sketches

of him, which bring the man before our eyes in the most vivid

and striking manner. Naturally delicate and effeminate, as

well in body as in mind, he gave himself up entirely to this

mood, and coquetted with a sort of grace and charm with which

Acluei Eretriensis fragments collegit Urlichs. Bonn. 1834.
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lie endeavoured to invest everything that he took in hand.

The lyrical part of his tragedies was an amiable and insinuating

display of cheerful thoughts and kindly images, but did not

penetrate deeply into the feelings. In accordance with these

views, Agathon had devoted himself to the new arts, by which

the sophists of the time, and especially Gorgias, had produced
such an effect on the Athenian public. He borrowed from

Gorgias his novel and ingenious combinations of thought, which

deluded the hearer into the idea that he had really gained an

entirely new insight into the subject, and also the figures of op-

position and parallelism (Antitheta, Parisd), which gratified the

prevailing taste of the age by giving the structure of the sen-

tence an appearance of symmetry and regularity.
1 We should,

however, have prized very much the possession of such an

original work as Agathon's Flower (avBoq) must have been.

Still more effeminate must have been the poetry of an author

whom Cratinus the comedian designates only as the Son of Cleo-

i/iachus? The Archon, he tells us, gave this poetaster a chorus

in preference to Sophocles, although he was not worthy to pro-

vide songs for a chorus at the wanton female festival of the

Adonia. He compares the chorus of this poet, which expressed,

in soft Lydian melodies, corresponding thoughts and feelings, to

licentious women from Lydia, who were ready for all sorts of

harlotry. It seems that the same poet, who was probably

named Cleomenes, composed erotic poems in a lyrical form, and

transferred their characteristics to his tragedies.

4. About this time the tragic stage received a great influx

of poets, which, however, does not prove that a great advance

had taken place in the art of tragic poetry. Aristophanes

speaks of thousands of tragedy-making prattlers, more garrulous

1 As in the example quoted by Aristotle, Rhetor. II. 24, 10 :

' We might call

that probable, that many things not probable would occur among men.'

8 In the difficult passage quoted by Athenaeus, XIV. p. 638, where, after 6 KXeo-

fj-dxov, we must write also r<f K\eofJ.dxov ;
at all events, the converse alteration is

less probable. Gnesippus can hardly be this son of Cleomachus, as Athenseus

expressly calls him a writer of jocular songs only. We must, at any rate, suppose

with Casaubon that something has fallen out before ffKwvrei, and it is almost

probable that Cleomenes, who is mentioned in connexion with Gnesippus, is more

precisely referred to in the lost passage.
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by a good deal than Euripides : he calls their poems muses'

groves for swallows, comparing their trifling and insignificant

attempts at polite literature with the chirping of birds
;

'

hap-

pily these dilettanti were generally satisfied with presenting
themselves once before the people as tragic poets. There was

such a taste for the composition of tragedies that we find among
those who wrote for the stage men of the most different pursuits

and dispositions, such as CRITIAS, the head of the oligarchical

party at Athens, and DIONYSIUS THE FIRST, tyrant of Syracuse,
who often came forward as a competitor for the tragic prize,

and had the satisfaction of receiving the crown once before he

died. Such men were fond of availing themselves of tragedy,
in the same way that Euripides did, as a vehicle for bringing
before the public in a less suspicious manner their speculations
on the political and social interests of their auditors. In the

drama called Sisyphus (which is perhaps more rightly ascribed to

Critias than to Euripides
2

), there was a development of the per-

nicious doctrine of the sophists, that religion was an ancient

political institution, designed to sanction the restraints of law

by superadding the fear of the gods ; and we are told that

Dionysius wrote a drama against Plato's theory of the state,

which was called a tragedy, but had rather the character of a

comedy. It is well known, too, that Plato also composed a

tragic tetralogy in his younger days, which he committed to the

flames when he had convinced himself that dramatic poetry w as

not his vocation. In the opposite party, among the accusers of

Socrates, Meletus was not a philosopher, but a tragedian by
profession ; we are told, however, that his poetry was as frigid

and tedious as his character appears hateful to us from his

persecution of the illustrious sage.

5. The families of the great poets contributed in a consi-

derable degree to continue the tragic art after their deaths.

As the great poets not only felt themselves called upon by their

own taste to devote themselves to dramatic poetry, and to

bring out plays and teach the chorus year after year, but really

practised this art as an ostensible profession, we cannot wonder

1
Aristophanes' Progs, v. 89 teq.: ^eX'S^w fio\.at:a..

1 See above, chap. XXV. 25.
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that this, like other employments and trades, was transmitted

by a regular descent to their sons and grandsons. jEschylus
was followed by a succession of tragedians, who nourished

through several generations;
1

his son Euphorion sometimes

brought out plays of his father's which had not been repre-
sented before, sometimes pieces of his own, and he gained the

tragic prize in competition with both Sophocles and Euripides ;

similarly, ^Eschylus' nephew, Philocles, gained the prize against
the King (Edipus of Sophocles, a piece which, in our opinion,
is not to be surpassed. Philocles must have had a good deal

of his uncle's manner; his tetralogy the Pandionis, probably

developed the destinies of Procne and Philomela in a connected

series of dramas quite according to the ^Eschylean model, and

the hardness and harshness 2 with which he is reproached may
have followed naturally from his imitation of the style of the

old tragedy. Morsimus, the son of Philocles, seems to have

done but little honour to the family ;
but after the Pelopon-

uesian war the ^Eschyleans gained new lustre from Astydamas,
who brought out 240 pieces and gained fifteen victories. From
these numbers we see that Astydamas in his time supplied the

Athenian public with new tetralogies almost every year at the

Lensea and great Dionysia, and that, on an average, he gained

the prize once every four contests.
3

1 To make this clearer, we subjoin the pedigree of the whole family, chiefly

derived from Boeckh., Tragced. Grcec. principes, p. 32. and Clinton, Past, Hetten.

II. p. xxxiii.

Euphorion

^Eschylus A sister Philopeithes

Euphorion Bion Philocles

I

Morsimus

I

Astydamas

Philocles II. Astydamas II.

According to Suidas, Bion was also a tragedian. Philocles must have flourished

even before the Peloponnesian war, for his son Morsimus is ridiculed as a tragic

poet in the Knights (Olymp. 88. 4, B.C. 424), and Peace (Olymp. 90. i, B.C. 419), of

Aristophanes ;
and Astydamas came out as a tragedian in Olymp. 95. i, B.C. 398.

3
nixpia, Schol. Ariatoph. Av. ; Suidas, v. *t\o/c\^j. He gained from this the

epithets 'AX/*fwe and XoXi?,
'
salt-pickle' and '

gall.'

3 He was the first of the family of ^Eschylus who was honoured by the Athenians
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With regard to the family of Sophocles, lophon was an active

and popular tragedian in his father's life-time, and Aristophanes
considers him as the only support of the tragic stage after the

death of the two great poets. We do not, however, know how
a later age answered the comedian's doubtful question, whether

lophon would be able to do as much by himself now that he

was deprived of the benefit of his father's counsel and guidance.

Some years later the younger Sophocles, the grandson of the

great poet, came forward, at first with the legacy of unpublished
dramas which his grandfather had left him, and soon after with

plays of his own. As he gained the prize twelve times, he must

have been one of the most prolific poets of the day ; he was

undoubtedly the most considerable rival of the JSschylean

Astydamas.
A younger Euripides also gained some reputation by the side

of these descendants of the two other tragedians. He stands

on the same footing in relation to his uncle as Euphorion to

^Eschylus, and the younger Sophocles to his grandfather; he

first brought out plays by his renowned kinsman, and then tried

the success of his own productions.
6. By the side of these successors of the great tragedians

others from time to time made their appearance, and in them
we may see more distinct traces of those tendencies of the age
which were not without their influence on the others. In them

tragic poetry appears no longer as independent and as following
its own object and its own laws, but as subordinated to the

spirit which had developed itself in other branches of literature.

The lyric poetry and the rhetoric of the time had an especial

influence on the form of tragic poetry.
We shall endeavour to characterize the lyric poetry of this

age in a subsequent chapter (chap. XXX.) ; here we will only
remark generally, that it was losing more and more every day

with a statue of bronze OAo-ri/Sd/jewra vpurrov TUV repl Ai<rxi/Xw fr{/iq<raj>

XaX/rij), which is mentioned by D'HXJ. LaSrt, II. 5. 43, as an instance of the unjust
distribution of distinctions. He is not quite right, however; for Astydamas lived

at the time when the use of honorary statues first came into vogue. The statues

of the older poets, which were shown at Athens at a later period, were erected

subsequently and by way of supplement. The passage quoted above has been

wrongly suspected and needlessly altered.
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the predominance of ideas and feelings, and that the'minor
accessories of composition, which were formerly subjected to

the ruling conceptions, were now, as it were, gradually becom-

ing independent of them. It hunts about for stray charms to

gratify the senses, and consequently loses sight of its true object,
to elevate the thoughts and ennoble the sensibilities.

How much CH.EREMON, who nourished about Olymp. 100,
B.C. 380, was possessed with the spirit of the lyrical poetry of

his time, is clear from all that is related of him. The contem-

porary dithyrambic poets were continually making sudden

transitions in their songs from one species of tones and rhythms
to another, and sacrificed the unity of character to a striving
after metrical variety of expression. But nobody went farther

in this than Chaeremon, who, according to Aristotle, mixed up
all kinds of metres in his Centaur, which seems to have been

a most extraordinary compound of epic, lyric, and dramatic

poetry.
1 His dramatic productions were rich in descriptions,

which did not, like all those of the old tragedians, belong to

the pieces, and contribute to place in a clearer light the condi-

tion, the relations, the deeds of some person engaged in the

action, but sprung altogether from a fondness for delineating

subjects which produce a pleasing impression on the senses.

No tragedian could be compared with Chaeremon in the number

of his charming pictures of female beauty, in which the serious

muse of the great tragedians is exceedingly chaste and retiring ;

the only counterpoise to this is his passion for the multifarious

perfumes and colours of flowers. With this mixture of foreign

ingredients, tragedy ceases to be a drama, in the proper sense

of the word, in which everything depends on the causes and

developments of actions and on manifestations of the will of

man. Accordingly, Aristotle calls this Chseremon in connexion

with the dithyrambic poet Licymnius, poets to be read, and

says, of the former in particular, that he is exact, i.e. careful

and accurate in detail, like a professed writer, whose sole object

is the satisfaction of his readers.

1 Aristotle (Poet, i.) calls it a fuicri) ft
a fy 5 1 a, so that the epic element must

have been the foundation of the whole. Athenaeus, XIII. p. 608, calls it a Spa^a.

vo\vfj.erpov.
2

dvayvuffTiKol. Aristotle, Rhetor. III. 12.
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7. But this later tragedy was still more powerfully affected

by the rhetoric of the time, that is, the art of speaking as taught

in the school. Dramatic poetry and oratory were so near one

another from the beginning, that they often seem to join hands

over the gap which separates poetry from prose. The object

of oratory is to determine by means of argument the convic-

tions and the will of other men
;
but dramatic poetry leaves

the actions of the persons represented to be determined by the

development of their own views and the expression of the opi-

nions of others. The Athenians were so habituated to hear

long public speeches in their courts and assemblies, and had

such a passion for them, that their tragedy, even in its better

days, admitted a greater proportion of speeches on opposite sides

of a question than would have been the case had their public

life taken another direction. But, in process of time, this ele-

ment was continually gaining upon the others, and soon trans-

cended its proper limits, as we see even in Euripides, and still

more in his successors. The excess consists in this, that the

speeches, which in a drama should only serve as a means of

explaining the changes in the thoughts and frame of mind of

the actors and of influencing their convictions and resolves,

became, on their own account, the chief business of the play,

so that the situations and all the labour of the poet were

directed towards affording opportunities for the display of

rhetorical sparring. And as the practical object of real life was,

naturally enough, wanting to this stage-oratory, and as it de-

pended on the poet alone how he should put the point of dis-

pute, it is easy to conceive that this theatrical rhetoric would,
in most cases, make a display of the more artificial forms, which

in practical life were thrown aside as useless, and would ap-

proximate rather to the scholastic oratory of the sophists than

to the eloquence of a Demosthenes, which, possessed by the

great events of the time, raised itself far above the trammels of

a scholastic art.

THEODECTES, of Phaselis, the chief specimen *of this class of

writers, flourished about Olymp. 106, B.C. 356, in the time of

Philip of Macedon. Rhetoric was his chief study, though he

also applied himself to philosophy ; he belongs to the scholars

of Isocrates, another of M horn, a son of Aphareus, also left the



THEODECTES. 511

rhetorical school for the tragic stage. Theodectes never gave
up his original pursuits, but came forward both as orator and

tragedian. At the splendid funeral feast, which the Carian

queen, Artemisia, instituted in honour of Mausolus, the hus-

band whom she mourned for so ostentatiously (Olymp. 106. 4,

B.C. 353), Theodectes, in competition with Theopompus and

o.ther orators, delivered a panegyric on the deceased, and at the

same time produced a tragedy, the Mausolus, the materials for

which were probably borrowed from the mythical traditions or

early history of Caria ; but the author certainly had also in

view the exaltation of the prince of the same name just dead. 1

Theodectes had so hit the taste of the age in his tragedies that

he obtained eight victories in thirteen contests.
2

Aristotle, who
was his friend, and, according to some, also his teacher, made
use of his tragedies, as furnishing him with examples of rhetoric.

Thus Theodectes, in his Orestes, makes the murderer of Cly-
teernnestra rest the justification of his deed on two points ; first,

that the wife who has murdered her husband ought to be put
to death ; and then, that it is the duty of a son to avenge his

father
; but, with sophistical address, he leaves out the third

point to be proved, that the son must murder his mother. In

his Lynceus, Danaus and Lynceus contend before an Argive
tribunal. The former has discovered the secret marriage of his

daughters with the sons of ^Egyptus, and brings the latter

bound before the tribunal in order to have him condemned and

executed ;
but Lynceus unexpectedly gains the victory in the

court, and Danaus is condemned to death. Affecting speeches,

based on skilful argumentation, recognition scenes ingeniously

introduced, and paradoxical assertions cleverly maintained,

formed the chief part of the tragedies of this time, as we may
see from the quotations in Aristotle's Rhetoric and Poetic. The

subjects were taken from a very circumscribed set of fables,

which furnished the sophistical ingenuity of the poet with an

1 The Archelaus of Euripides is similarly related to the Macedonian king, of the

name in whose honour it was composed. The name Mausolus was an old one in

Caria. See Herod. V. 118.

3
According to the epigram quoted by Steph. Byzant. v. ^CKTT/X/S. According to

Suidas, he composed fifty dramas ;
if this number is correct, he contended eleven

times with tetralogies and twice with trilogies only.
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inexhaustible fund of materials. The style approximated more
and more to prose;

1

for a high poetical tone, or an antique

majestv of diction, would have been altogether ill-suited to the

subtle niceties of reasoning with which the speeches were per-
vaded.

1 See particularly Aristot. Rhetor. III. i. 9; and compare Poetic. 6. The

Cleophon, whom Aristotle often mentions as having painted characters from every-

day life, people who are quite commonplace in all their thoughts and words, pro-

bably also belongs to the times of Theodectes.

END OF VOL. I.
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